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ABSTRACT
T his s tu d y  o f  a n t ic ip a t io n  and fo reb o d in g  in  S h ak esp ea re 's  p lay s  
exam ines h i s  u se  o f  th e  v a r io u s  p re p a ra to ry  dev ices  and t r a c e s  h is  de­
v e lo p in g  m astery  o f  th e s e  d ram atic  te c h n iq u e s . In  exam ining th e  a r t i s ­
t i c  d i s c ip l in e  invo lved  i n  th e  u se  o f  th e s e  te c h n iq u e s , th e  study  r e in ­
fo rc e s  our aw areness, and p ro v id es  a d d i t io n a l  ev idence , o f  th e  f a c t  
th a t  Shakespeare was a  co n sc ious d ram atic  a r t i s t  whose te ch n iq u e  was 
c o n tro lle d  and d e l ib e r a te .  Throughout h is  p la y s , Shakespeare ta k e s  
s p e c ia l  c a re  to  p re p a re  th e  aud ience f o r  c e r t a i n  ev en ts  and e f f e c t s .
H is h a b i t  i s  to  a d v ise  u s  b e fo re  r a th e r  th a n  a f t e r  th e  e v e n t.
Foreshadowing i s  com prised o f  two e lem en ts, a n t ic ip a t io n  and 
fo reb o d in g . A n tic ip a tio n , th e  more obvious o f  th e  two, i s  p ro p h e tic  
in  n a tu re , u s u a lly  g iv in g  th e  e x ac t d e l in e a t io n  o f th e  ev en ts  which 
w i l l  fo llo w . Foreboding, on th e  o th e r  hand, i s  vague and su g g e s tiv e  
r a th e r  th an  e x p l i c i t .  I t  does no t d i r e c t ly  announce; i t  m erely h in ts  
a t  coming e v e n ts .  In s te a d  o f s ta n d in g  a lo n e  l i k e  passag es  o f  a n t i c i ­
p a t io n , th e  in tim a tio n s  o f  fo reb o d in g  a re  more s u b tly  fu n c tio n a l 
th roughou t th e  drama. Whereas th e  m ain purpose  o f a n t ic ip a t io n  i s  to  
announce s p e c i f ic  outcom es, th e  prim ary  purpose o f fo reb o d in g  i s  to  
c r e a te  an a p p ro p r ia te  t r a g ic  atm osphere which w il l  le a d  th e  audience 
to  expect and to  ac q u ie sc e  in  th e  t r a g ic  c o n c lu s io n .
For th e  purposes o f  d is c u s s io n  -S hakespeare 's  p la y s  a re  broken 
down in to  th e  th re e  t r a d i t i o n a l  c a te g o r ie s ,  h i s t o r i e s ,  t r a g e d ie s , and 
com edies. W ith in  each m ajor c a teg o ry  th e  p la y s  a re  d isc u sse d  in  th e
i v
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ch ro n o lo g ic a l o rd e r  in  which they  were w r i t te n .  Because o f  th e  g re a te r  
com plexity  o f th e  h i s t o r i e s  and t r a g e d ie s ,  th e s e  dramas a re  d iscu ssed  
s e p a ra te ly ,  w ith  th e  tech n iq u e  o f  foreshadow ing co n s id e red  w ith in  th e  
framework o f  th e  in d iv id u a l  p la y . In  th e s e  p la y s  foreshadow ing becomes 
p ro g re s s iv e ly  so c lo s e ly  i n t e r r e l a t e d  w ith  o th e r  a s p e c ts  o f  th e  drama, 
such as c h a ra c te r ,  atm osphere, to n e , and image a s s o c ia t io n ,  th a t  a  mere 
l i s t i n g  o f  a n t ic ip a to ry  p assag es  would be in e f f e c t iv e .  The com edies, 
however, because o f  t h e i r  r e l a t i v e  la c k  o f foreshadow ing, a re  d isc u ssed  
in  fo u r m ajor c a te g o r ie s .
One o f th e  m ajor r e s u l t s  o f  t h i s  s tudy  i s  to  show S h ak esp eare 's  
develop ing  a r t i s t r y .  In  th e  e a r l i e s t  h i s t o r i e s  foreshadow ing i s  lim ­
i t e d  p r im a r ily  to  th e  t r a d i t i o n a l  conven tions o f  p re-S hakespearean  
drama, such a s  omens and p ro p h ec ies ' and a n t ic ip a t io n  th rough  d i r e c t  
s ta tem en t in  s o li lo q u y . In  l a t e r  h i s t o r i e s  and in  th e  t r a g e d ie s ,  how­
e v e r , more complex, s u b tle ,  and in te g r a l  foreshadow ing re p la c e s  th e  
e x p l i c i t  a n t ic ip a t io n  o f  th e  e a r l i e r  p la y s .  ' In  th e  t r a g e d ie s  which 
were w r i t te n  in  S h ak esp ea re 's  m a tu r i ty , foreshadow ing becomes le s s  a  
s e p a ra b le  elem ent and becomes more in terw oven  in to  th e  t o t a l  s t r u c tu r e  
o f  th e  drama.
CHAPTER I
INTRODUCTION
S h ak esp ea re 's  p r a c t ic e  o f  foreshadow ing ev en ts  i s  one a sp ec t o f  
h i s  d ram atic  tech n iq u e  which has n o t p re v io u s ly  re c e iv e d  s u f f i c i e n t  
exam ination . Such a  weakness in  S hakespearean  c r i t i c i s m  was p o in te d  
o u t by Wolfgang Clemen in  1953,1 and s in c e  th e n  no connected  study  o f  
S h ak esp e a re 's  use  o f  such tech n iq u es  h as  p receded  th e  p re s e n t  one. I t  
i s  hoped, th e n , t h a t  th e  p re se n t work h e lp s  to  f i l l  a  gap in  Shakespear­
ean  c r i t i c i s m .
There a re  many rea so n s  why a n t i c ip a t io n  and fo reb o d in g  a re  impor­
t a n t  to  th e  drama. Dumas f i l s  once c h a ra c te r iz e d  drama a s  " th e  a r t  o f
n
p re p a ra t io n s ."  Perhaps p re p a ra t io n  i s  th e  most im p o rtan t elem ent in  
drama, fo r  w ithou t i t  th e r e  can be no drama. I t  i s  im p o ss ib le  to  study  
th e  growth o f  a  p lay  w ith o u t g iv in g  in c e s s a n t  a t t e n t i o n t o  p r e p a ra t io n — 
" to  th e  p rev io u s  arrangem ent o f c ircu m stan ce , th e  p re v io u s  p a in t in g  o f 
c h a ra c te r ,  even to  th e  p rev io u s  p la c in g  o f  p r o p e r t ie s ,  a l l  o f  which 
have so much to  do w ith  th e  re a so n a b le n ess  o f  th e  en su in g  a c t io n s  and 
r e a c t io n s ."  The p rim ary  im portance o f a n t ic ip a t io n  and fo rebod ing  
l i e s  in  th e  n a tu re  o f  tra g e d y  i t s e l f .  There a re  two p o s s i b i l i t i e s  fo r
W olfgang  H. Clemen, " A n tic ip a tio n  and Foreboding in  Shake­
s p e a r e 's  E arly  H is to r i e s , "  Shakespeare Survey . VI (1953), 25.
^ r a n k  H u rb ert O 'H ara and M arq u erite  Harmon Bro, A Handbook o f 
Drama (New York, 1938), p . 159.
3I b id . ,  p . 159.
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each  d ra m a tis t to  choose between i n  e s ta b l is h in g  h is  d e s ire d  dram atic  
e f f e c t .  F i r s t ,  he may choose to  make th e  outcome u n c e r ta in ,  th u s  r e ly ­
in g  upon s u rp r is e  a s  th e  c h ie f  v e h ic le  fo r  d ram atic  e f f e c t .  T h is , o f 
co u rse , i s  th e  method chosen by most w r i te r s  o f m ystery s to r i e s ,  come­
d ie s ,  and adven tu re  s to r i e s .  Second, he may choose to  make th e  outcome 
in e v i ta b le  from th e  ev en ts  and s ta tem e n ts  which have gone b e fo re . Here
" th e  suspense r e s id e s  in  th e  a u d ie n c e 's  f r ig h te n e d  a n t ic ip a t io n ,  in  th e
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q u e s tio n  o f when." Shakespeare, l i k e  most g re a t  d ra m a tis ts ,  chose th e  
second method. Samuel T ay lo r C o le rid g e , among th e  f i r s t  to  comment on 
S hakespeare ' s d ram atic  method, reg a rd ed  S h ak esp eare 's  u se  o f  expecta­
t i o n  f a r  su p e r io r  to  th e  u se  o f  th e  elem ent o f  s u rp r is e :  "As th e  f e e l ­
in g  w ith  which we s t a r t l e  a t  a  sh o o tin g  s t a r  compared w ith  t h a t  o f  
w atching  th e  s u n r is e  a t  a  p re e s ta b lis h e d  moment, such and so low i s  
s u rp r is e  compared w ith  e x p e c ta t io n ." 5 A re c e n t c r i t i c  o f  Shakespeare,
H. B. C h arlto n , a ls o  p o in ts  to  th e  im portance o f  e x p e c ta tio n  in  trag ed y : 
"That i s ,  indeed , th e  fundam ental n o te  o f  tra g e d y , a  sense  con ju red  in  
u s  . . . conv inc ing  us t h a t  th e  a c t io n  we a r e  w atching must sweep i r r e ­
s i s t i b l y  to  i t s  in e v i ta b le  e n d ."6 A n tic ip a tio n  and fo rebod ing  p rev en t 
to o  s tro n g  an  elem ent o f  s u rp r is e  i n  a  trag ed y  and th u s  h e lp  to  e s ta b ­
l i s h  t h a t  sense  o f i n e v i t a b i l i t y  and e x p e c ta tio n  so n e c e s s a ry  to  h igh  
tra g e d y . Because o f th e  la c k  o f s u rp r i s e  in  Shakespearean drama, th e  
law  o f  c a u s a l i ty ,  no t chance, i s  shown to  r u le  in  th e  w orld o f  human
% i l l i a m .F l in t  T h ra l l  and Addison H ibbard, A Handbook to  L i te r a ­
t u r e  (New York, 1960), p . 477.
5Samuel T aylor C o le rid g e , The B est o f  C o le rid g e , ed . E a rl G riggs 
(New York, 1934), p . 341.
^ e n r y  Buckley C h arlto n , S hakespearian  Tragedy (Cambridge, Eng., 
1949), pp . 8 -9 .
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b e in g s .7 What has been sa id  o f  Hamlet cou ld  e a s i ly  be t r u e  o f  a l l  
Shakespearean drama: "The e ssen ce  o f  tra g e d y  in  Hamlet i s  the. in e s -
c a p a b i l i ty  o f  th e  i s s u e ." 8
Foreshadowing i s  a  means o f  d is c lo s in g  o r  in t im a tin g  th e  coming 
ev en ts  in  a  drama. " I t  i s  any d ev ice  . . . u sed  f o r  p re p a r in g  th e  au­
d ience to  re c e iv e ,  w ithou t shock , some f u r th e r  r e v e la t io n  o f  c h a ra c te r  
o f  p l o t . " 9 I t  i s  indeed  th e  d ram atic  u se  o f  th e  p r in c ip le  o f  th e  o ld  
say in g  th a t  coming ev en ts  c a s t  t h e i r  shadows b e fo re  them.
Foreshadowing i s  com prised o f two e lem en ts, a n t i c ip a t io n  and 
fo reb o d in g . A n tic ip a tio n  i s  th e  more obvious o f  th e  two d e v ic e s . As 
th e  word im p lie s , passages o f  a n t i c ip a t io n  a re  p ro p h e tic  in  n a tu re , 
u s u a lly  g iv in g  an  ex ac t d e l in e a t io n  o f  th e  ev en ts  which w i l l  o ccu r.
The term  a n t ic ip a t io n ,  then , r e f e r s  to  th e  d i r e c t  announcements o f fu ­
tu r e  e v e n ts . P assages o f a n t i c ip a t io n  f a l l  in to  s e v e ra l  c a te g o r ie s ;  
among th e s e  a r e  p rophecies  r e f e r r in g  to  th e  fu tu r e  o f  a  n a tio n , pas­
sag es  p o in t in g  to  fu tu re  p o l i t i c a l  o r  m i l i t a r y  c o n f l i c t s  and t h e i r  con­
c lu s io n s ,  and passages which, e i t h e r  a t  th e  tim e  o r  i n  r e t r o s p e c t ,  can  
be seen  a s  announcing an  in d iv id u a l 's  f a t e .
A n tic ip a tio n  f u l f i l l s  s e v e ra l  im p o rta n t fu n c tio n s  in  th e  drama. 
For in s ta n c e , a n t ic ip a t io n  makes c l e a r  th e  a c t io n  o f  th e  p lay  and r e ­
v e a ls  th e  t r u e  n a tu re  o f  th e  c h a r a c te r s .  A n tic ip a t io n  f l a t t e r s  th e  
a u d ie n c e 's  sen se  of o m n isc ience . H aro ld  Goddard p o in ts  o u t t h a t  one
7M artha H ale Shackford , S h ak esp eare . S o p h o cles: D ram atic Themes 
and Modes (New York, 1960), p .  74.
C lean th  Brooks and R obert B. H eilm an, U nderstand ing  Drama (New 
York, 1945), p .  496.
9O 'H ara and Bro, A Handbook o f  Drama, p . 156.
o f  th e  p r in c ip a l  p le a s u re s  from w atching a  p la y  i s  th e  f e e l in g  o f know­
ing a l l  th a t  w i l l  o ccu r w h ile  th e  c h a ra c te r s  on s ta g e  rem ain  ig n o ra n t 
o f th e  f u tu r e .10 The d is c re p a n c ie s  between th e  knowledge o f  th e  a u d i­
ence and th e  p a r t i c ip a n ts  c r e a te  d ram atic  iro n y . A n tic ip a t io n  i s  a lso  
used a s  a  u n ify in g  d ev ice  and c o n tr ib u te s  to  th e  com position  and s t r u c ­
tu re  o f  S h ak esp ea re 's  p la y s .  A lthough i t s  u se  fo r  l in k in g  o f  p a r t s  in  
the  drama can  be seen  in  a l l  o f  S h ak e sp e a re 's  p la y s , a n t ic ip a t io n  a s  a 
u n ify in g  d ev ice  i s  m ost obvious in  th e  h is to r y  p la y s .  The many proph­
e c ie s ,  fo r  example, a re  r e c a l l e d  a t  t h e i r  f u l f i l lm e n t ,  th u s  h e lp in g  to  
g ive o rd e r  to  th e  v a s t  amount o f  h i s t o r i c a l  m a te r ia l  in v o lv ed  in  th e  
dram as. E ig h t o f  th e  h is to r y  p la y s  a r e  somewhat in te r lo c k e d ,  w ith  c e r ­
t a in  passag es  w ith in  th e  p lay  and p a r t i c u la r ly  a t  th e  c lo s e  look ing  
forw ard to  th e  next p la y .
Foreboding i s  s im i la r  to  a n t ic ip a t io n  in  th a t  i t ,  to o , p o in ts  to  
coming ev en ts  o r  l a t e r  developm ents w ith in  th e  drama. Foreboding, how­
ev er, does no t d i r e c t ly  announce th e se  l a t e r  happenings b u t in s te a d  
m erely h in ts  a t  them; i t  i s  vague and su g g e s tiv e  r a th e r  th a n  e x p l i c i t .  
In s te a d  o f s ta n d in g  a lo n e  l ik e  most o f  th e  p ro p h ec ies  o f a n t ic ip a t io n ,  
th e  in t im a tio n s  o f  fo reb o d in g  a re  s c a t te r e d  r a th e r  in co n sp icu o u sly  
th roughou t th e  drama. F re q u e n tly , th e y  a re  ach ieved  by to n e  o r in ta n ­
g ib le  elem ents not e a s i ly  d e f in a b le .  Q uite  o f te n  in  fo rebod ing  p a s ­
sag es, in d iv id u a ls  ex p re ss  a  f e e l in g  o f  m elancholy, f e a r ,  o r  u n c e r ta in ty  
w ith o u t knowing a t  th e  tim e why th ey  should  have such p re se n tim e n ts .
In  o th e r  speeches images o f  d e a th , b lood , g rav es , sorrow , woe, and 
dread  become an  im p o rtan t p a r t  o f  fo reb o d in g . Foreboding h as  as i t s
10H arold C lark  Goddard, The Meaning o f  Shakespeare (Chicago,
1960), I ,  61.
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prim ary  purpose th e  c u l t iv a t in g  o f  an a p p ro p ria te  t r a g ic  atmosphere 
which i s  charged w ith  d i s a s t e r .  Such an  atm osphere le a d s  th e  audience 
to  expect and to  acq u ie sce  in  th e  t r a g ic  co n c lu s io n . Foreboding, th e r e ­
fo re ,  d i r e c t s  th e  a u d ie n c e 's  a t t e n t io n  th rough  s u b tle  means, some of 
which th e  audience may n o t even be aware.
Although no connected  study  has been made o f foreshadow ing in  
Shakespearean drama, many c r i t i c s  have n o tic e d  th e  e x is te n c e  o f  a n t i c i ­
p a t io n  and fo rebod ing , and some c r i t i c s  have devoted s tu d ie s  to  c e r ta in  
a s p e c ts  o f  th e se  d ram atic  d ev ices . There have been, f o r  in s ta n c e , many 
in v e s t ig a t io n s  o f  S h ak esp eare 's  u se  o f th e  s u p e rn a tu ra l ,  a lthough  none 
o f  th e  s tu d ie s  have appeared in  re c e n t y e a rs . The works o f Eustace 
Conway,11 Cumberland C la r k ,12 and J .  P au l and S. R. G ibson13 a re  per­
haps th e  most com prehensive of th e s e  s tu d ie s .  Many s tu d ie s ,  to o , have 
appeared  which c o n ta in  a  d isc u s s io n  o f S h ak esp eare 's  u se  o f iro n y , in ­
c lu d in g  such works as  th o se  by John W. D ra p e r ,1^ A. R. Thompson,13 R.
B. S h a rp e ,16 and G. G. Sedgew ick.17 Although not a l l  p assages o f iro n y
^ E u s ta c e  Conway, The S u p e rn a tu ra l in  Shakespeare (Yellow 
S p rin g s , Ohio, 1932).
12Cumberland C la rk , Shakespeare and th e  S u p e rn a tu ra l (London,
1931).
13J .  Paul and S. R. Gibson, S h ak esp eare 's  Use o f  th e  S u p ern a tu ra l 
(Cambridge, Eng., 1908).
14John W. D raper, "D ram atic Irony  in  S h ak esp ea re 's  E a r l ie r  P la y s ,"  
West V irg in ia  U n iv e rs ity  P h ilo lo g ic a l  P a p e rs . XII (November, 1959), 1 -1 1 .
15A. R. Thompson, The Dry Mock. A Study o f Ironv  in  Drama 
(B erk e ley , 1948).
16Robert B oies Sharpe, Iro n v  in  th e  Drama (Chapel H i l l ,  1949).
17 G. G. Sedgewick, Of I ro n v . E s p e c ia lly  in  Drama (T oronto , 1948).
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a re  a n t ic ip a to ry ,  s tu d ie s  o f  iro n y  o f te n  w i l l  r e f e r  to  p assag es  which 
a re  bo th  i r o n ic  and a n t ic ip a to ry .  The a n t ic ip a to ry  fu n c tio n s  o f  iro n y  
a re  n o t s in g le d  o u t f o r  s p e c ia l  exam ination  in  any o f  th e s e  works. 
S ev era l o th e r  s tu d ie s  have e f f e c t iv e ly  in v e s t ig a te d  th e  h is to r y  p lay s  
fo r  s t r u c tu r a l ly  u n ify in g  d e v ic e s . Robert A. Law,18 E. M. W. T i l l -  
y a rd , 1® and H aro ld  Je n k in s , 20 to  name a  few, have n o tic e d  th e  fo rw ard- 
lo o k in g  and backw ard-looking  p assag es  in  th e  h is to r y  p la y s  which se rv e  
to  l in k  up th e  m assive , o f te n  d iv e rs e ,  h i s t o r i c a l  m a te r ia l .  In  ad d i­
t i o n ,  s tu d ie s  o f  S h ak esp ea re 's  imagery by Wolfgang H. Clemen21 and 
C a ro lin e  Spurgeon22 touch  in d i r e c t ly  upon S h ak esp ea re 's  foreshadow ing. 
For purposes o f  t h i s  in v e s t ig a t io n  C lem en's study  i s  th e  more v a lu a b le  
o f  th e  two, s in c e  on severed  o ccas io n s  he s p e c i f i c a l ly  r e l a t e s  Shake­
s p e a r e 's  imagery to  th e  p r in c ip le s  o f  fo reb o d in g . Many o f  th e  t r a d i ­
t i o n a l  in v e s t ig a t io n s  o f S h a k esp ea re 's  dram aturgy a ls o  i n d i r e c t ly  touch 
upon h i s  p r a c t ic e  o f  a n t ic ip a t io n  and fo reb o d in g . F a i r ly  r e p re s e n ta ­
t i v e  o f  th e se  s tu d ie s  a re  th e  works o f  W illiam  F lem ing23 and R ichard  G.
] Q
Robert A. Law, "Links Between S hakespeare ' s  H is to ry  P la y s ,"
SP, L (A p ril ,  1953), 168-187.
10E. M. W. T i l ly a r d ,  S h ak esp ea re 's  H is to ry  P lav s  (New York, 1962).
20H arold Je n k in s , The S t ru c tu r a l  Problem in  S h ak esp ea re 's  Henry 
th e  F ourth  (London, 1956).
2H folfgang H. Clemen, The Development o f  S hakespeare ' s Imagery 
(Cambridge, M ass., 1951).
22C aro lin e  F . E. Spurgeon, S h ak esp ea re 's  Imagery and What i t  
T e l l s  Us (New York, 1936).
23W illiam  H. Flem ing, S hakespeare ' s P l o t s : A Study in  Dram atic
C o n s tru c tio n  (New York, 1902).
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M oulton .24 In  a d d i t io n  to  th e  above, a  few is o la te d  s tu d ie s  should  be 
l i s t e d .  E lia s  Schw artz, fo r  example, ob serv es  th e  e x is te n c e  o f " c h o ric "  
c h a ra c te r s  and " c h o ric "  scenes in  S h ak esp ea re 's  p l a y s .25 Hereward T. 
P r ic e  d is c u s se s  th e  fu n c tio n  o f S h ak esp ea re 's  " m irro r-s c e n e s ,"  conclud­
in g  th a t  one o f  t h e i r  pu rposes i s  " to  a f f e c t  th e  p lo t  by key ing  up o r  
key ing  down th e  s u sp e n s e ." 26 B ertran d  Evans' Shakespeare * s  Comedies27 
i s  th e  most c lo s e ly  r e la te d  f u l l - l e n g th  work to  th e  sttidy o f  fo re sh a ­
dowing. Evans' purpose i s  to  in v e s t ig a te  S h a k esp e a re 's .d ra m a tic  method 
o f keep ing  th e  aud ience more inform ed th a n  th e  p a r t ic ip a n ts  and to  dem­
o n s t r a te  S h ak esp ea re 's  tech n iq u e  o f  e x p lo i t in g  th e  "gaps bo th  between
O Q
aud ience and p a r t ic ip a n ts  and betw een p a r t ic ip a n t  and p a r t i c ip a n t . " ^ 0 
The most v a lu ab le  s tu d y  o f foreshadow ing, however, i s  Wolfgang C lem en's 
" A n tic ip a tio n  and Foreboding in  S hakespeare ' s  E a rly  H is to r i e s ."  In  
t h i s  a r t i c l e  Clemen p o in ts  o u t s p e c i f ic  examples o f  foreshadow ing in  
S h ak esp ea re 's  e a r ly  h is to r y  p lay s  and in d ic a te s  th e  need f o r  f u r th e r  
s tudy  in  t h i s  a re a  o f  S h ak esp ea re 's  te c h n iq u e . Clem en's a r t i c l e  i s  
p r im a r i ly  re sp o n s ib le  fo r  t h i s  c u r re n t  s tudy  o f  S h ak esp ea re 's  a n t ic ip a ­
t i o n  and fo reb o d in g .
For th e  purpose  o f  d is c u s s io n  S hakespeare ' s p la y s  a r e  broken down
2^Richard G. M oulton, Shakespeare as a  D ram atic A r t i s t  (Oxford,
1901).
25E lia s  Schw artz, "Detachment and T rag ic  E f f e c t ,"  C o llege 
E n g lis h . XVIII (December, 1956), 153-156.
25Hereward T. P r ic e ,  "M irro r-S cenes in  S hakespeare ,"  Joseph 
Quincy Adams; Memorial S tu d ie s , ed . J .  C. McManaway e t  a l .  (Washing-- 
to n ,  1948), p . 102.
27B ertran d  Evans, S h ak esp ea re 's  Comedies (O xford, 1960).
28I b id . ,  p . v i i i .
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in to  th e  th r e e  t r a d i t i o n a l  c a te g o r ie s ,  h i s t o r i e s ,  t r a g e d ie s ,  and come­
d ie s .  W ith th e  e x c e p tio n  o f Henry V, Henry V I I I . and C o rio la n u s . th r e e  
p la y s  in  which l i t t l e  foreshadow ing i s  used , each o f  th e  h i s t o r i e s  and 
tra g e d ie s  i s  d iscu ssed  in d iv id u a l ly .  The com edies, on th e  o th e r  hand, 
because o f  t h e i r  r e l a t i v e  lack  o f  foreshadow ing, a re  d isc u sse d  as  a  
group, though a  few comedies a re  examined s p e c i f i c a l l y  fo r  i l l u s t r a t i v e  
pu rposes. W ithin each m ajor ca teg o ry  th e  p la y s  a re  d isc u sse d  i n  th e  
c h ro n o lo g ic a l o rd e r  in  which th ey  were w r i t te n .  To some e x te n t ,  th e n , 
t h i s  paper t r a c e s  th e  developm ent o f  S hakespeare ' s  s k i l l  i n  u s in g  th e  
dev ices  o f  a n t ic ip a t io n  and fo reb o d in g .
A ll g re a t  d ra m a tis ts  o f  a l l  ages have o f  co u rse  used  th e s e  d e v ic e s . 
A study  o f  S h ak esp ea re 's  u se  o f  foreshadow ing, however, su p p o rts  th e  
view  " th a t  w ith  no o th e r  d ra m a tis t  has t h i s  f e a tu re  been tu rn e d  to  so 
m anifo ld  u s e  and developed in to  such a  r e f in e d  and s u b tle  in s tru m en t o f  
dram atic  a r t . "2®
29Clemen, " A n tic ip a tio n  and Foreboding in  S h ak esp ea re 's  E arly  
H is to r i e s , "  p . 25.
CHAPTER I I
HISTORIES
"The H is to r ie s  a re  th e  m ost u s e fu l  p la y s  to  b eg in  w ith , because 
th e y  a re  o b v io u sly  c o n s tru c te d  to  i l l u s t r a t e  some t h e s i s ,  and, a s  they  
a re  e a r ly  work, th ey  re v e a l  to  u s  th e  id e a s  o f  form s w ith  which Shake­
sp ea re  s ta r t e d  o u t . " 1 A lthough Hereward T. P r ic e  i s  s p e c i f i c a l ly  d l s -  
c u ss in g  " m irro r-s c e n e s ,"  h i s  rea so n s  f o r  f i r s t  s tu d y in g  th e  h is to r y  
p la y s  would a lso  apply to  t h i s  study  o f  a n t ic ip a t io n  and fo reb o d in g .
Foreshadow ing i s  an  im portan t d ram atic  d ev ice  used  q u ite  f re - . 
q u en tly  in  alm ost a l l  th e  h i s t o r i e s .  Even had i t  been h i s  method to  
do so , i n  th e se  p la y s  Shakespeare cou ld  no t r e ly  upon s u rp r is e  endings 
f o r  h is  d ram atic  e f f e c t ,  f o r  h i s  audience was w ell a cq u a in ted  w ith  th e  
m ain h i s t o r i c a l  ev en ts  which he was a tte m p tin g  to  p o r tr a y .  A lready 
knowing th e  outcome of each  drama, th e  aud ience would te n d  to  be more 
k een ly  in t e r e s t e d  in  S hakespeare *s a r t i s t i c  h a n d lin g  o f  h i s  m a te r ia l  
th a n  in  th e  a c tu a l  p lo t  u n ra v e lin g . The s u b tle  innuendoes o f fo reb o d ­
in g  such a s  d ram atic  iro n y  would be a p p re c ia te d  by th e  know ledgeable 
aud ience who sh a red  the  v an tag e  p o in t over th e  p a r t ic ip a n ts  in  th e  
drama. Many o f R ichard o f  G lo u c e s te r’ s  i r o n ic a l  speeches, such as  " 'T i s  
d ea th  to  me to  be a t  en m ity ,"  were no doubt w r i t te n  in  o rd e r  to  p le a se  
th e  a u d ie n c e 's  sense  o f om niscience .
■^Hereward T . P r ic e ,  "M irro r-S cenes in  S h ak esp eare ," Joseph 
Quincy Adams; Memorial S tu d ie s ,  ed . J .  C. McManaway e t  a l .
(W ashington, 1048), pp. 102-103.
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The c h ro n o lo g ic a l exam ination  o f th e  h i s to r y  p la y s  i l l u s t r a t e s  
S h ak esp e a re 's  g radual developm ent in  m aste rin g  t h i s  p a r t i c u la r  d ram atic  
d e v ic e . In  th e  th re e  p a r t s  o f  Henry VI. f o r  in s ta n c e , Shakespeare gen­
e r a l l y  r e s t r i c t s  a n t i c ip a t io n  to  th e  t r a d i t i o n a l  conven tions o f  omens 
and p ro p h ec ie s . A n tic ip a t io n  th rough  d i r e c t  s ta tem en t i n  s o li lo q u y , as 
i n  th e  s o li lo q u ie s  o f  R ichard  P la n ta g e n e t and R ichard  I I I ,  ex em p lif ie s  
th e  s im p ler techn ique  o f  th e  e a r l i e r  p la y s  d e a lin g  w ith  th e  War of th e  .. 
R oses. A n tic ip a tio n  i n  such s o l i lo q u ie s ,  in d eed , i s  so obvious th a t  
one need no t co n sid e r i t  f u r th e r .  L a te r h i s t o r i e s ,  however, show Shake­
s p e a re  d isco v e rin g  o th e r  more complex and in te g r a l  purposes f o r  which 
a n t i c ip a t io n  and fo reb o d in g  may be used . In  th e s e  l a t e r  h i s t o r i e s  ex­
p l i c i t  a n t ic ip a t io n  i s  u s u a lly  re p lac ed  w ith  su g g e s tiv e  fo rebod ing ; 
foreshadow ing becomes a  more v i t a l  p a r t  o f  th e  drama, c o n tr ib u t in g  to  
a  f e e l in g  o f  suspense, to  s t r u c tu r a l  u n i ty ,  and to  th e  developm ent o f  
p lo t  and c h a ra c te r .
1., 2, and 3, Henry VI
As th e  numerous exam ples from th e  th r e e  p a r t s  o f  Henry VI i l l u s ­
t r a t e ,  Shakespeare made thorough  use  o f a n t i c ip a t io n  and fo rebod ing  
even  in  h i s  e a r l i e s t  w r i t te n  p la y s .  However, a s  might be expected  in  
th e s e  e a r ly  h i s t o r i e s ,  Shakespeare i s  more obvious and le s s  s u b tle  in  
th e  u se  o f  th e se  d ev ice s  th a n  i n  l a t e r  g r e a te r  p la y s .  P ro p h ec ie s , 
omens, and dreams, th e  t r a d i t i o n a l  conventions o f  p re-S hakespearean  
c h ro n ic le  p la y s , a r e  th e  p rim ary  ty p es  o f  foreshadow ing in  th e  Henry 
th e  S ix th  p la y s .
P ro p h ec ies , th e  d i r e c t  f o r e t e l l i n g  o f  coming e v e n ts , a r e  f re q u e n tly
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u sed  a n t ic ip a to ry  d ev ices  in  th e s e  p la y s .  Although examples o f  proph­
e c ie s  a re  e s p e c ia l ly  numerous, on ly  one i l l u s t r a t i v e  example from  each 
p la y  i s  d isc u sse d . In  th e  f i r s t  scene o f  1 Henry VI th e  Duke o f  B edford, 
upon h ea rin g  o f th e  d ea th  o f Henry V, fo re s e e s  and lam ents th e  d i s a s te r s  
which w i l l  fo llo w  th e  K in g 's  d ea th :
P o s te r i ty ,  aw ait f o r  w retched y e a rs ,
When a t  t h e i r  m o thers ' m oist eyes babes s h a l l  suck,
Our i s l e  be made a  n o u rish  o f  s a l t  t e a r s ,
And none b u t women l e f t  to  w ail th e  dead. ( I ,  i ,  48-51)
Humphrey, Duke o f  G lo u ces te r, i n  2 Henry VI s im i la r ly  e n v is io n s  t h a t  h is
own d ea th  w i l l  mark th e  beg inn ing  o f fu tu r e  E n g lish  m isery :
But mine i s  made th e  p ro logue  to  t h e i r  p lay ;
For thousands more, t h a t  y e t  su sp ec t no p e r i l ,
W ill no t conclude t h e i r  p lo t te d  tra g e d y . ( I l l ,  i ,  151-153)
J u s t  b e fo re  h i s  d ea th  in  .3 Henry VI a t  th e  hands o f  R ichard G lo u c e s te r ,
King Henry VI, to o , becomes p ro p h e tic  a s  to  th e  fu tu re  o f  th e  n a tio n :
And th u s  I p rophesy , t h a t  many a  thousand ,
Which now m is tru s t  no p a rc e l  o f  my f e a r ,
And many an  o ld  m an's s ig h  and many a  Widow's,
And many an  o rp h a n 's  w a te r-s ta n d in g  eye—
Men fo r  t h e i r  sons, wives fo r  t h e i r  husbands,
And orphans fo r  t h e i r  p a r e n ts ' t im e le s s  d e a th —
S h a ll ru e  th e  hour th a t  ev e r thou  wast bo rn . (V, v i ,  37-43)
Im m ediately fo llo w in g  t h i s  speech G lo u ceste r a p p lie s  i r o n i c a l ly  th e  e p i­
t h e t  p ro p h e t to  Henry VI as he s ta b s  him, and in  R ichard  I I I  t h i s  e p i­
th e t  i s  s p e c i f i c a l ly  r e c a l le d  by G lo u ceste r (IV, i i ,  103 ).
Each o f  th e  p ro p h ec ies  c i t e d  above p o in ts  to  th e  h o r ro rs  o f c i v i l
wars which were to  ta k e  p la c e  in  England d u rin g  th e  War o f th e  Roses.
The many p ro p h ec ie s  th roughou t th e  t e t r a lo g y  h e lp  to  l in k  s t r u c tu r a l ly  
e a r l i e r  p la y s  w ith  l a t e r  dramas, th u s  i l l u s t r a t i n g  what E. M. W.
O
•C ita t io n s  from Shakespeare in  my t e x t  a re  to  The Complete Works, 
e d . H ard in  C ra ig  (C hicago, 1951).
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T i l ly a r d  c a l l s  th e  "co n ca ten a tio n "  o f  e v e n ts . The r e la t io n s h ip s  be­
tw een th e  numerous, o f te n  d iv e rs e ,  h i s t o r i c a l  ev en ts  in  th e  te t r a lo g y  
would be alm ost u n i n t e l l i g ib l e  i f  i t  were no t fo r  th e  c ro s s - re fe re n c e s  
e s ta b l is h e d  by th e  p ro p h e c ie s . By means o f  t h i s  a n t ic ip a to ry  d ev ice  
o f  p rophesy ing , e v en ts  in  th e  e a r l i e r  p la y s  do no t s tan d  i s o la t e d  as  
th ey  would o r d in a r i ly  be, b u t a re  shown to  be a  p a r t  o f th e  la r g e r  p la n  
f o r  th e  whole te t r a lo g y .
Not a l l  o f  th e  p ro p h e c ie s , however, p o in t  to  ensu ing  d an g ers . In  
j3 Henry VI. fo r  in s ta n c e , King Henry VI la y s  h is  hand on th e  young E a rl 
o f  Richmond's head and p r e d ic ts  t h a t  Richmond w i l l  b rin g  fu tu r e  hap p i­
ness to  England:
Come h i th e r ,  E n g lan d 's  hope 
I f  s e c r e t  powers
Suggest b u t t r u t h  to  my d iv in in g  th o u g h ts ,
T his p r e t ty  la d  w i l l  prove our c o u n try 's  b l i s s .
H is lo o k s a re  f u l l  o f  p e a c e fu l m ajesty ,
H is head by n a tu re  framed to  wear a  crown,
H is hand t o  w ie ld  a  s c e p tre ,  and h im se lf  
L ik e ly  in  tim e to  b le s s  a  r e g a l  th ro n e .
Make much o f  him, my lo rd s ,  f o r  t h i s  i s  he
Must h e lp  you more th a n  you a re  h u r t  by me. (IV , v i ,  68-76)
In  R ichard I I I  G lo u ces te r r e c a l l s  t h i s  prophecy (IV, i i ,  9 8 -100).
The su p e rn a tu ra l  i s  used on ly  s l i g h t l y  a s  an  a n t ic ip a to ry  d ev ice  
i n  th e  Henry th e  S ix th  p la y s ,  a  r a th e r  s u rp r is in g  f a c t  when we th in k  o f 
S h ak esp ea re 's  l a t e r  s t r ik in g  use  o f th e  su p e rn a tu ra l in  Macbeth and 
J u l iu s  C aesa r. However, th e r e  a re  a  few in s ta n c e s  o f  th e  s u p e rn a tu ra l 
in  th e se  e a r ly  h i s t o r i e s .  U nnatural e v e n ts , one form o f th e  su p e rn a t­
u r a l ,  a re  re p o r te d  to  have accompanied th e  b i r t h  o f  R ichard  G lo u ces te r:
3E. M. W. T i l ly a r d ,  S hakespeare ' s H is to ry  P lav s  (New York, 1962), 
p . 154.
13
The owl s h r ie d 'd  a t  th y  b i r t h —an e v i l  s ig n ;
The n ig h t-c ro w  c r ie d ,  aboding lu c k le s s  tim e ;
Dogs h o w l'd , and h ideous tem pest shook down t r e e s ;
The rav en  ro o k 'd  h er on th e  chim ney 's to p ,
And c h a t te r in g  p ie s  i n  d ism al d isc o rd s  sung.
(3 Henrv VI. V, v i ,  45-49)
These p o r te n to u s  omens would, o f  co u rse , fo reb o d in g ly  announce th e  e v i l ­
ness o f  R ichard . Another u n n a tu ra l even t o ccu rs  a t  th e  beg inn ing  o f 
Act I I  i n  .3 Henrv VI when Edward, th e  P r in c e  o f  W ales, and R ichard 
G lo u ces te r o b serv e  th re e  suns which soon become one ( I I ,  i ,  25 -50). 
Edward su g g e s ts  t h a t  t h i s  s tra n g e  o ccu rren ce  s ig n i f i e s  th e  u n io n  o f  th e  
th r e e  sons o f  R ichard  P la n ta g e n e t.
The e x o rc is in g  o f  " s p i r i t s "  i s  an o th e r form o f  th e  su p e rn a tu ra l 
used  i n  th e  Henrv th e  S ix th  p la y s .  Joan  La P u c e lle ,  o r Joan  o f Arc, 
c a l l s  f o r th  " s p i r i t s "  j u s t  b e fo re  h e r c a p tu re  (1. Henrv V I, V, i i i ,
1 -2 9 ). T h e ir  r e f u s a l  to  h e lp  h er signifies Joan  o f  A rc 's  dow nfall to  
th e  E n g lish  tro o p s .  In  2 Henrv VI E lean o r, th e  Duchess o f G lo u ces te r, 
jo in s  w ith  John Hume, B o lin g b ro k e ,. and M argaret Jo u rd a in  to  co n ju re  th e  
s p i r i t  Asmath and to  q u e s tio n  i t  a s  fo llo w s:
B o lig . " F i r s t  o f  th e  k ing : what s h a l l  o f  him become?"
S p ir .  "The duke y e t l iv e s  th a t  Henry s h a l l  depose;
But him o u t l iv e ,  and d ie  a  v io le n t  d e a th ."
B o lig . "What f a te s  aw ait th e  Duke o f  S u ffo lk ?"
S p ir .  "By w ater s h a l l  he d ie ,  and ta k e  h is  en d ."
B o lig . "What s h a l l  b e f a l l  th e  Duke o f  Som erset?"
S p i r . "L et him shun c a s t l e s ;
S a fe r  s h a l l  he be upon th e  sandy p la in s
Than where c a s t.le s  mounted s ta n d ."  (IV , iv ,  32-40)
The d is c lo s u re s  o f  Asmath a re  made more " o ra c u la r"  by th e  same s o r t  o f  
e q u iv o c a tio n  as i n  th e  p ro p h ec ies  in  M acbeth. York, th e  Duke r e fe r r e d  
to  i n  A sm ath 's f i r s t  answ er, i s  m urdered i n  th e  f i r s t  a c t  o f  .3 Henrv VI; 
S u ffo lk  m eets h is  d ea th  a t  th e  hands o f  W alter Whitmore (W alter i s  p ro ­
nounced "w ater"  i n  S h ak esp ea re 's  d ay ); and Som erset i s  k i l l e d  by R ichard
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G lo u ce s te r  near th e  C a s tle  Inn  in  S a in t A lbans,
Dreams, a  t r a d i t i o n a l  a n t ic ip a to ry  conven tion , axe used  in  2 
Henrv VI fo r  th e  purpose o f foreshadow ing. For in s ta n c e , Humphrey, 
th e  Duke o f  G lo u c e s te r , inform s h is  w ife  o f  a  " tro u b lo u s  dream" w hich' 
he has had:
Methought t h i s  s t a f f ,  mine o ff ic e -b a d g e  i n  c o u r t ,
Was broke i n  tw ain ; by whom I have fo rg o t ,
B ut, a s  I th in k , i t  was by th e  c a rd in a l ;
And on th e  p ie c e s  o f th e  broken wand
Were p laced  th e  heads o f Edmund Duke o f Som erset,
And W illiam  de l a  P o le , f i r s t  duke o f  S u ffo lk .
( I ,  i i ,  25-30)
Im m ediately fo llo w in g , E leanor t e l l s  h e r  own dream o f  having  a  crown 
p la ce d  on  h er head . G lo u c e s te r 's  comment on h i s  w if e 's  dream fo re s h a ­
dows d i r e c t ly  what w i l l  happen:
And w i l t  thou s t i l l  be hammering tre a c h e ry ,
To tum ble down th y  husband and th y s e l f
From to p  o f  honour to  d is g r a c e 's  f e e t?  ( I ,  i i ,  47-49)
In  a l l  o f  h is  dramas Shakespeare f re q u e n tly  f o re c a s ts  impending 
d e a th s . In  th e  th re e  p a r t s  o f  Henrv V I. however, th e  p rem onitions a re  
s ta t e d  on ly  moments b e fo re  th e  a c tu a l  d e a th . For in s ta n c e , Y ork 's  p re ­
se n tim e n t, "The sands a re  number'd t h a t  make up my l i f e "  (3  Henrv V I. I ,  • 
iv ,  25 ), and W arw ick's announcement, "My b lood , my want o f s tr e n g th , my 
s ic k  h e a r t  sh o w s,/ That I must y ie ld  my body to  th e  e a r th "  (3  Henrv V I.
V, i i ,  8 -9 ) ,  a r e  to o  e x p l i c i t  and come too  c lo se  to  t h e i r  d ea th s  to  im­
p a r t  any fo rebod ing  f e e l in g s  to  th e  aud ience excep t a s  a n t ic ip a t io n  o f 
alm ost im m ediate d e a th . A more in d i r e c t  u se  o f  foreshadow ing o n e 's  
f a t e  i s  seen  in  2 Henrv V I. A fte r  h i s  enemies have brought f a l s e  
ch a rg es  a g a in s t  him , Humphrey, Duke o f G lo u ces te r, f e a r s  fo r  th e  f a t e  
o f  h i s  King:
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Ah, t h a t  my f e a r  were f a l s e 1 ah , th a t  i t  were I
F or, good King Henry,, th y  decay I f e a r .  ( I l l ,  i ,  194-195)
Humphrey's p rem o n itio n  m erely su g g ests  th e  f a t e  o f Henry VI; i t  does 
n o t s t a t e  w ith  c e r ta in ty  what th e  outcome w il l  be.
In  th e  Henry th e  S ix th  p la y s  th e  co n c lu s io n s  o f  m a r t ia l  and p o l i t ­
i c a l  c o n f l i c t s  a re  u s u a lly  foreshadow ed. 1. Henrv V I. whose c o n f l i c t  
p i t s  th e  E n g lish  a g a in s t  th e  F rench , w i l l  se rv e  to  i l l u s t r a t e  Shake­
s p e a r e 's  method o f  d e p ic tin g  th e  outcome o f  m i l i ta r y  e v e n ts . F i r s t ,  
th e  c le a r  p o r tr a y a l  o f  d is u n ite d  f a c t io n s  a t  home bodes i l l  su ccess  fo r  
th e  wars i n  F ran ce . In  c o n tr a s t  to  th e  u n ity  o f  th e  French fo rc e s ,  th e  
b ic k e r in g  o f  th e  Bishop o f  W inchester and th e  Duke o f G lo u ces te r  and 
th e  enm ity between R ichard  P la n ta g e n e t and th e  Duke o f  Som erset a re  
c le a r ly  in d ic a te d . In  th e  Duke o f  E x e te r 's  speech , S hakespeare makes 
i t  q u i te  c le a r  th a t  t h i s  d is s e n s io n  in  England w i l l  cause  th e  lo s s  o f 
F ra n c e :
. . .  no s in g le  man th a t  sees  
T his j a r r i n g  d isc o rd  o f n o b i l i ty ,
T h is sh o u ld e rin g  o f each o th e r  in  th e  c o u r t ,
T h is  f a c t io u s  bandying o f  t h e i r  f a v o u r i te s ,
But t h a t  i t  do th  p resag e  some i l l  e v e n t.
'T is  much when s c e p tre s  a re  in  c h i ld r e n 's  hands;
But more when envy b reed s  unkind d iv is io n ;
There comes th e  r u in ,  th e r e  beg ins co n fu sio n .
(IV , i ,  187-194)
Second, p assages o f  fo rebod ing  p o in t in g  to  th e  outcome a re  c a r e fu l ly  
p la ce d  in to  th e  drama. Again, th e  noble E x e te r, who f re q u e n tly  ex­
p re s s e s  c h o r ic  comments, f e a r s  th e  lo s s  o f  F rance:
And now I f e a r  t h a t  f a t a l  prophecy 
Which in  th e  tim e o f  Henry named th e  F i f th  
Was i n  th e  mouth o f every  su c k lin g  babe;
T hat Henry born  a t  Monmouth should  win a l l
And Henry born  a t  W indsor lo s e  a l l .  ( I l l ,  i ,  195-199)
York, to o , w ith  somewhat more d i r e c tn e s s ,  p r e d ic ts  th e  d e fe a t  o f
England: " I  fo re se e  w ith  g r i e f /  The u t t e r  lo s s  o f  a l l  th e  realm  o f
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F rance" (V, iv ,  111-112). These fo re b o d in g s , c a r e fu l ly  p laced  in  im­
p o r ta n t  s e c t io n s  o f th e  drama, p re p a re  th e  aud ience f o r  th e  in e v i ta b le  
outcome o f th e  c o n f l i c t .
In  th e  l a t e r  h i s t o r i e s  which a re  developed a s  t r a g e d ie s ,  such as 
R ichard  I I  and King John , b leak  images which b u ild  an atm osphere f i l l e d  
w ith  doom become an im p o rtan t elem ent o f foreshadow ing . One p assag e  in  
2 Henrv VI u se s  fo reb o d in g  im agery f o r  a  s im ila r  p u rp o se . J u s t  b e fo re  
th e  Duke o f  S u f fo lk ’s d e a th , th e  C ap ta in  a tte m p ts  to  p o r tr a y  an atm os­
phere  which would be a p p ro p ria te  f o r  th e  fo llo w in g  a c t io n :
The gaudy, b lab b in g  and rem o rsefu l day 
I s  c r e p t  in to  th e  bosom o f th e  se a ;
And now loud-how ling  wolves aro u se  th e  ja d e s  
That d rag  th e  t r a g ic  m elancholy n ig h t;
Who, w ith  t h e i r  drowsy, slow  and f la g g in g  w ings,
C lip  dead m en 's g raves and from  t h e i r  m isty  jaws
B rea the  fo u l  co n tag io u s  darkness in  th e  a i r .  (IV , i ,  1 -7)
The Henry th e  S ix th  p la y s  a re  v a lu a b le  to  t h i s  s tudy  c h ie f ly  as  a  
means of showing S h ak esp ea re 's  e a r ly  u se  o f f o r e t e l l i n g  d e v ic e s . With 
few ex cep tio n s  S h ak esp ea re 's  e a r ly  manner was to  announce as  much as 
p o s s ib le  to  h i s  au d ien ce . The o th e r  h i s t o r i e s ,  however, a re  o f more 
im portance a s  th ey  in d ic a te  S h ak esp e a re 's  g rad u a l aw areness o f th e  v a r ­
io u s  pu rposes f o r  which foreshadow ing may be u sed .
R ichard  I I I
For an u n d e rs tan d in g  o f  S h ak esp ea re 's  a n t ic ip a t io n  and fo reb o d ­
in g , th e  s tu d y  o f R ichard  I I I  i s  q u i te  v a lu a b le . I t  i s  im p o rtan t be­
cause of th e  frequency  in  which foreshadow ing i s  used  th roughou t th e  
p la y . However, i t  i s  o f  even g r e a te r  v a lu e  because o f th e  s k i l l  w ith  
which Shakespeare u se s  th e  d ev ices  o f foreshadow ing in  t h i s  p a r t i c u la r  
p la y . The t r a d i t i o n a l  conven tions o f p ro p h e c ie s , c u rse s , and w arnings
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a re  h e re  g iv en  a  g r e a te r  s t r u c tu r a l  s ig n if ic a n c e ,  and an atm osphere o f 
f e a r  and dark  p re sen tim en t i s  g e n e ra lly  s u s ta in e d  th rough  th e  ex p res­
s io n s  o f  f e a r s  and fea r-p ro d u c in g  w ords. Many foreshadow ing d ev ices  
u sed  so e f f e c t iv e ly  in  S h ak esp ea re 's  l a t e r  t r a g e d ie s  a re  used  in  R ich­
a rd  I I I  f o r  th e  f i r s t  tim e . Hence, R ichard  I I I  i s  a  p iv o ta l  p la y , com­
in g  j u s t  a f t e r  th e  e x p l i c i t  a n t ic ip a t io n  o f  th e  Henrv th e  S ix th  p la y s  
and coming b e fo re  th e  more complex fo reb o d in g  o f R ichard  I I  and King 
Jo h n . As would be expected , R ichard  I I I  u ses  th e  ty p es  o f  foreshadow ­
in g  common to  a l l  o f  th e  h is to r y  p la y s .
Perhaps as  a  c a r ry  over from th e  Henrv th e  S ix th  p la y s , su p e rn a t­
u r a l  e lem en ts, c u rse s , p ro p h ec ie s , and dream s, a re  th e  most p re v a le n t 
form o f  a n t ic ip a t io n  and fo rebod ing  in  R ichard  I I I . Most o f  th e  c u rse s  
and p ro p h ec ies  a re  pronounced by M argaret, th e  widow o f  Henry VI. Mar­
g a r e t ,  who acco rd in g  to  h is to r y  was in  F rance a t  th e  tim e co rresp o n d in g  
to  th e  ev en ts  in  R ichard  I I I , d e f ie s  h is to r y  and r e tu rn s  to  England a t  
th e  beg inn ing  o f  th e  drama. Shakespeare b r in g s  h e r  back seem ingly fo r  
th e  s o le  purpose o f e x p re ss in g  p ro p h e c ie s . E a rly  in  th e  f i r s t  a c t  o f  
th e  drama, M argaret fo reb o d in g ly  c u rse s  Queen E liz a b e th  (King Edw ard's 
w ife ) , R iv e rs , D o rse t, and H astin g s  as  fo llo w s:
Can c u rse s  p ie rc e  th e  c lo u d s and e n te r  heaven?
Why, th e n , g ive  way, d u l l  c lo u d s , to  my qu ick  c u rse s  I 
CTo Queen E liz a b e th ]
I f  no t by war, by s u r f e i t  d ie  your k in g ,
As o u rs  by m urder, to  make him a  k ingI 
Edward th y  son, which now i s  P r in c e  o f W ales,
For Edward my so n , which was P r in c e  o f  W ales,
Die in  h i s  youth by l i k e  un tim ely  v io le n c e  I 
T h y se lf a  queen, f o r  me th a t  was a  queen,
O u tliv e  th y  g lo ry , l i k e  my w retched s e l f !
Long m ayst thou l i v e  to  w a il th y  c h i ld r e n 's  lo s s ;
And see  a n o th e r , as  I see  th e e  now,
D eck'd in  thy  r ig h t s ,  a s  thou  a r t  s t a l l ' d  i n  mine!
Long d ie  th y  happy days b e fo re  th y  d ea th ;
And, a f t e r  many le n g th e n 'd  hours o f  g r ie f ,
Die n e i th e r  m other, w ife , nor E n g lan d 's  queen!
18
R iv ers  and D o rse t, you were s ta n d e rs  by,
And so w ast th o u , Lord H a s tin g s , when my son 
Was s ta b b 'd  w ith  bloody daggers: God, I  p ray  him,
That none o f  you may l iv e  your n a tu ra l  age,
But by some u n lo o k 'd  a c c id e n t c u t  o f f !  ( I ,  i i i ,  195-214)
To R ichard , Duke o f  G lo u ces te r, l a t e r  King R ichard I I I ,  M argaret speaks
a s  fo llo w s:
I f  heaven have any g riev o u s p lague  in  s to r e  
Exceeding th o se  t h a t  I can  wish upon th e e ,
0 , l e t  them keep i t  t i l l  ^thy s in s  be r ip e ,
And th e n  h u r l  down t h e i r  in d ig n a tio n
On th e e , th e  t ro u b le r  o f  th e  poor w o r ld 's  peace!
The worm o f consc ience  s t i l l  begnaw th y  so u l!
Thy f r ie n d s  su sp ec t f o r  t r a i t o r s  w hile  thou  l i v e s t ,
And ta k e  deep t r a i t o r s  fo r  th y  d e a re s t  f r ie n d s !
No s le e p  c lo s e  up th a t  dead ly  eye o f  th in e ,
U nless i t  be w h ils t  some to rm en tin g  dream
A ffr ig h ts  th e e  w ith  a  h e l l  o f  u g ly  d e v i ls !  ( I ,  i i i ,  217-227)
F in a l ly ,  M argaret ad d re sse s  Buckingham and concludes h e r c u rse s  o f  a c t  
one:
0 , b u t remember t h i s  an o th er day,
When he CRicharcO s h a l l  s p l i t  th y  very  h e a r t  w ith  sorrow ,
And say poor M argaret was a  p ro p h e te ss !
L ive each o f  you th e  s u b je c ts  to  h is  [R ic h a rd 'a )  h a te ,
And he to  y o u rs , and a l l  o f  you to  G od's! ( I ,  i i i ,  299-303)
P a r a l le l in g  Act I ,  Scene i i i ,  M argaret r e tu rn s  i n  Act IV, Scene iv ,  con­
f ro n ts  R ichard  I I I  on h i s  way to  b a t t l e ,  and a g a in  c u rse s  him . T h is
tim e , however, she i s  jo in e d  in  h e r lam en ta tio n s  and c u rse s  by Queen 
E liz a b e th  and th e  Duchess o f York. The foreshadow ing i s  r a th e r  complex 
i n  t h i s  im portan t scen e . Although th e r e  a re  some d i r e c t  p ro p h ec ies  in  
th e  scene, such as "Bloody thou a r t ,  bloody w i l l  be th y  end" (IV, iv ,  
194), th e  scene p r im a r ily  tra n s m its  i t s  p re sen tim en t o f  .'coming d i s a s te r  
th rough  th e  r e i t e r a t i o n  o f  such fo reb o d in g  words a s  woe, g rav e , so rrow . 
b lo o d , h e l l , f e a r , and d e a th . T h e re fo re , bo th  th e  ominous atm osphere 
and th e  d i r e c t  e x p re ss io n  o f prophecy jo in  in  e f f e c t iv e ly  p re p a r in g  fo r  
th e  c o n c lu s io n  o f  th e  p la y . This, scene opens w ith  M arg are t' s  l i n e s :
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So, now p ro s p e r i ty  beg ins to  mellow
And drop in to  th e  r o t t e n  mouth o f d e a th . (IV , iv ,  1-2)
These l in e s  in d ic a te  th e  tu rn in g  p o in t  o f  th e  drama. B efore th e se  
l i n e s  a re  spoken, no th in g  seems to  d is tu r b  R ichard . A fte r  t h i s  scene, 
however, R ic h a rd 's  mind wanders to  p a s t  p ro p h ec ies  and h i s  in d e c is iv e  
n a tu re  b e l ie s  h i s  in te r n a l  d o u b ts . M a rg a re t 's  l i n e s ,  c i t e d  j u s t  above, 
a re  r a th e r  u n u su a l, f o r  h e re  f o r  th e  f i r s t  tim e th e  is s u e s  o f  fo re sh a ­
dowing a re  "found in  a  new k ind  o f  bo ld  im agery ."4
H. D. F. K i t to ,  i n  comparing S h ak esp ea re 's  p la y s  w ith  th e  Greek
5
drama, s t a t e s  t h a t  M a rg a re t 's  c u rse s  g ive  R ichard I I I  " a m p litu d e ."
By "am plitude" K it to  means th a t  th e  a c t io n  i s  "p layed  o u t w ith  r e f e r ­
ence no t sim ply to  e x c i t in g  and t r a g ic  in d iv id u a ls ,  b u t to  th e  whole 
framework o f our u n iv e r s e ." 6 By a d d re ss in g  h er c u rse s  and p ro p h ec ies  
to  God and to  th e  heavens, M argaret c a l l s  upon th e  extra-hum an powers 
o f  th e  u n iv e rse  to  b r in g  d e s tru c t io n .  The d i s a s te r  which u l t im a te ly  
s t r i k e s  " i s  no t m erely bad lu c k , b u t i s  a  ty p ic a l  r e c o i l  on a  man o f
7h is  own inhum anity" because o f  th e  g e n e ra l m oral law o f th e  u n iv e rse . 
Such a  r e la t io n s h ip  o f  crim e and i t s  subsequent punishm ent by a  h ig h e r 
fo rc e  i s  c o n s ta n tly  in d ic a te d  to  th e  aud ience by such l in e s  as  th e  f o l ­
low ing: "God w il l  revenge i t "  ( I I ,  i ,  138 and I I ,  i i ,  1 4 ); "0 God, I
f e a r  th y  j u s t i c e  w i l l  ta k e  ho ld"  ( I I ,  i ,  131); and " I ' l l  no t b e lie v e  
b u t they  [c u rs e s !  ascend th e  sk y / And th e re  awake G od's g e n t le - s le e p ­
in g  peace" ( I ,  i i i ,  287-288).
W olfgang H. Clemen, " A n tic ip a tio n  and Foreboding in  S h ak esp eare 's  
E a rly  H is to r ie s ,"  Shakespeare Survey. VI (1953), 27.
5H. D. F . K i t to ,  "A C la s s ic a l  S ch o lar Looks a t  S hakesp eare ,"
More T a lk in g  o f  S hakespeare, ed . John G a r re t t  (New York, 1959), p . 44.
6I b id . . p . 38.
7 I b i d . , p .  4 4 .
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M a rg a re t 's  c u rse s  and p ro p h ec ies  a ls o  c o n tr ib u te  to  th e  s t r u c tu r e  
o f  R ichard  I I I , f o r  h er speeches a re  remembered and r e c a l le d  a t  t h e i r  
f u l f i l lm e n t .  For in s ta n c e , h e r  c u rse s  a re  r e c a l le d  by Grey, "Now Mar­
g a r e t 's  c u rse  i s  f a l l e n  upon our heads" ( I I I ,  i i i ,  15 ); by Queen E l iz ­
ab e th , "O' thou  d id s t  prophesy th e  tim e  would come" (IV , iv ,  7 9 ); and 
by Buckingham, "Now M a rg a re t 's  c u rse  i s  f a l l e n  upon my head" (V, i ,  25 ). 
The r e c o l l e c t io n  o f  e a r l i e r  p ro p h ec ie s  c o n tr ib u te s  to  th e  u n i ty  o f  th e  
drama insomuch as  e a r ly  p o rtio n s , o f  th e  p lay  a re  lin k e d  up w ith  th e  
l a t e r  p a r t s .  The f u l f i l lm e n t  o f  M a rg a re t 's  c u rse s  in d ic a te s  t h a t  th e  
ex tra-hum an fo rc e s  o f  th e  u n iv e rse  a re  a c t iv e ,  th u s  em phasizing what
O
R ichard  G. M oulton c a l l s  th e  nem esis p a t t e r n  o f  th e  p lo t .
The dark  p o r te n to u s  atm osphere o f  R ichard  I I I  i s  cu m u la tiv e .
Those who have been c u rsed  by M argaret them selves o f f e r  a t  t h e i r  tim e 
o f  d ea th  c u rse s  and p ro p h ec ies  to  t h e i r  enem ies. At h i s  ex ecu tio n , fo r  
in s ta n c e , Vaughan fo re s e e s  th e  d ea th  o f  h i s  enem ies: "You l iv e  th a t
s h a l l  c ry  woe fo r  t h i s  h e r e a f te r "  ( I I I ,  i i i ,  7 ) .  S im ila r ly , H a s tin g s , 
p robab ly  th in k in g  o f  Buckingham, p r e d ic ts :  "They sm ile  a t  me th a t
s h o r t ly  s h a l l  be dead" ( I I I ,  iv ,  109 ). " I t  i s  a s  i f  th e  atm osphere 
c le a re d  fo r  each s u f f e r e r  w ith  th e  approach o f  d e a th , and th ey  th e n  
saw c le a r ly  th e  r ig h te o u s  p la n  on which th e  u n iv e rse  i s  c o n s tru c te d ,
Q
and which had been h idden  from them by th e  d u s t o f  l i f e . "
I n  two passag es  c h a ra c te r s  ex p ress  w ishes whose f u l f i l lm e n t  
i r o n i c a l ly  tu rn s  a g a in s t  th em se lv es . Lady Anne, reg a rd ed  by Shake­
sp ea re  a s  th e  widow o f  Edward, son o f  King Henry VI, fo llo w s th e  co rp se
Q
R ichard G. M oulton, Shakespeare as  a  D ram atic A r t i s t  (O xford, 
1901), p . 115
9 I b id .
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o f  Henry VI and c u rse s  R ichard , th e  m urderer o f  h e r  husband and f a th e r -  
in - la w . In  one o f h e r  c u rse s  Anne excla im s:
I f  ev er he (k ic h a rd l have w ife , l e t  h e r be made
As m ise ra b le  by th e  d ea th  o f  him
As I am made by my poor lo rd  and th e e !  ( I ,  11, 26-28)
S h o r tly  th e r e a f t e r  Anne m a rrie s  R ichard ; l a t e r  she r e a l i z e s  t h a t  h e r  
w ish has tu rn ed  upon h e r s e l f .  Buckingham, to o , unknowingly u t t e r s  a  
p ra y e r  whose f u l f i l lm e n t  f a l l s  i r o n ic a l ly  upon him. E arly  in  Act I I  
Buckingham ex p resses  h is  lo v e  f o r  Edward IV and Edw ard's fam ily  and 
makes th e  fo llo w in g  p le a :
Whenever Buckingham doth  tu r n  h i s  h a te
On you o r  yours Cto th e  QueenD . . .
. . . God pun ish  me
With h a te  in  th o se  where I expect most love! ( I I ,  i ,  32-35) 
Buckingham l a t e r  jo in s  th e  fo rc e s  o f  R ichard  I I I ,  th u s  p u t t in g  h im se lf  
i n  o p p o s it io n  to  th e  Q ueen 's f r ie n d s  and fam ily . When Buckingham r e ­
fu se s  R ic h a rd 's  re q u e s t  to  k i l l  th e  sons o f  King Edward, Buckingham 
f e e l s  th e  enm ity o f R ichard .
Another form o f  th e  su p e rn a tu ra l  which d i r e c t ly  announces i s  th e  
a n t ic ip a to ry  dream. J u s t  b e fo re  th e  conclud ing  b a t t l e  a t  Bosworth 
F ie ld ,  th e  g h o sts  o f  P r in c e  Edward, Henry VI, C la ren ce , R iv e rs , Grey, 
Vaughan, H a s tin g s , Edw ard 's two young sons, Lady Anne, and Buckingham, 
a l l  p a s t  v ic tim s  o f R ichard  I I I ,  appear in  th e  dreams o f  R ichard and 
Richmond. To R ichard  th ey  p r e d ic t  d e fe a t  in  th e  ensu ing  b a t t l e ,  and 
to  Richmond th ey  prom ise v ic to ry .  The appearance o f  g h o s ts , one o f  th e  
Senecan in f lu e n c e s  in  R ichard  I I I , co n tin u es  to  be used  i n  c lim a c tic  
scenes th roughou t S hakespeare ' s  p la y s .  A lthough th e  dream sequence 
h e re  s t r i k e s  one as  be ing  to o  o b v io u s, i t  does r e c a p i tu la t e  p a s t  ac­
t io n s  o f th e  whole h i s t o r i c a l  t e t r a lo g y  and th u s  h e lp s  to  l in k  to g e th e r  
w idely  se p a ra te d  h i s t o r i c a l  a c t io n s .  There i s  a ls o  th e  im p lic a tio n
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t h a t  R ich a rd ’s p a s t  crim es a r e  r e s p o n s ib le  fo r  h is  d o w n fa ll.
Throughout S h ak esp ea re 's  dramas th e  v a r io u s  elem en ts o f  th e  su p er­
n a tu r a l ,  such as  g h o s ts , dream s, p ro p h e c ie s , and c u rs e s ,  a re  ta k e n  s e r ­
io u s ly  by S hakespeare. In  R ichard  I I I . f o r  exam ple, every  prophecy, 
c u rs e , and wish i s  f u l f i l l e d .  In  A l l 's  W eil That Ends Well an  o ld  - 
lo rd ,  L afeu , e f f e c t iv e ly  defends th e  im portance o f  th e 's u p e r n a tu r a l :
They say m ira c le s  a re  p a s t ;  and we have o u r p h ilo so p h ic a l  
p e rso n s , to  make modern and f a m il ia r ,  th in g s  s u p e rn a tu ra l and 
c a u s e le s s .  Hence i s  i t  t h a t  we make t r i f l e s  o f t e r r o r s ,  en­
sconcing  o u rse lv e s  in to  seem ing knowledge, when we should  sub­
m it o u rse lv e s  to  an  unknown f e a r .  ( I I ,  i i i ,  1 -6)
In  R ichard  I I I  foreshadow ing i s  n o t l im ite d  to  th e  announcement 
o f  coming ev en ts  by c u rs e s , p ro p h e c ie s , and w arn ings. Q uite  i n t e r e s t ­
in g ly ,  much o f  th e  foreshadow ing in  th e  p lay  i s  o f  a  d i f f e r e t n  ty p e  
from th e  p re v io u s ly  d isc u sse d  t r a d i t i o n a l  co n v en tio n s . For in s ta n c e , 
fo reb o d in g  by means o f  th e  in d i r e c t  p re se n tim e n t o f  impending c a ta s ­
tro p h e  beg ins to  be used  w ith  genuine a r t i s t i c  e f f e c t  by th e  s id e  o f  
a n t i c ip a t io n .  Foreboding , w ith  i t s  r e l ia n c e  upon vagueness and sub­
t l e t y ,  i s  an  e f f e c t iv e  form o f  foreshadow ing . I t  in d ic a te s  in  a  gen­
e r a l  way th e  d i r e c t io n  th e  a c t io n  i s  go ing , b u t i t  i s  no t so e x p l i c i t  
a s  to  remove th e  ambiguous f e e l in g s  o f  suspense  which a re  n ecessary  
fo r  th e  f u l l  d ram atic  im pact o f  th e  p la y . Because i t  r e l i e s  upon u n d i­
r e c te d  f e a r s ,  fo reb o d in g  a ls o  c o n tr ib u te s  po w erfu lly  to  th e  c u l t iv a t in g  
o f  th e  mood o f  impending d i s a s te r  i n  th e  drama. There a re  many scenes 
i n  R ichard  I I I  i n  which foreshadow ing i s  p re sen te d  im p l ic i t ly  by means 
o f  an atm osphere charged  w ith  dark  p rem o n itio n s .
Act I ,  Scene iv  o f f e r s  a  good i l l u s t r a t i o n  o f th e  u se  o f  fo re ­
shadowing to  accom plish  e f f e c t s  i n d i r e c t ly  r a th e r  th a n  th rough  d i r e c t  
announcem ents. H ere , b e fo re  be in g  m urdered, C la ren ce , th e  b ro th e r  o f
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R ich a rd , r e l a t e s  h i s  dream to  Brakenbury:
What d re a d fu l n o ise  o f  w a te rs  i n  mine e a rs !  
What u g ly  s ig h ts  o f  d ea th  w ith in  mine eyes! 
Methought 1 saw a  thousand f e a r f u l  wrecks; 
Ten thousand men th a t  f i s h e s  gnaw'd upon;
. . .  a  le g io n  o f  fo u l f ie n d s  
E n v iro n 'd  me ab o u t, and howled i n  mine e a rs  
Such h ideous c r i e s ,  th a t ,  w ith  th e  very  n o ise  
1 trem b lin g  waked, and fo r  a  season  a f t e r
Could no t b e lie v e  bu t t h a t  I was i n  h e l l .  ( I ,  i v ,  22-62) 
A f te r  t e l l i n g  h i s  dream, C larence rem arks, "My so u l i s  heavy, and I 
f a in  would s le e p "  ( I ,  iv ,  7 4 ) . U nlike th e  a n t ic ip a to ry  dream o f  R ich­
a rd  m entioned p re v io u s ly , C la re n c e 's  dream i s  su g g e s tiv e  r a th e r  th a n  
e x p l i c i t .  H ere th e  dream i s  used a s  a  fo reb o d in g  d ev ice  as w ell as 
d i r e c t  a n t ic ip a t io n .  The images in  C la re n c e 's  dream work more "on our 
subconscious f e e l in g ,  on o u r im ag in a tio n , th a n  on our r a t io n a l  compre­
h e n s io n ." 10
The dream, however, i s  on ly  one means by which u n d ire c te d  fo re ­
boding i s  used  to  d e p ic t  a  f e e l in g  o f  impending d i s a s t e r .  On some oc­
c a s io n s  an  in d iv id u a l  ex p resses  f e a r s  w ith o u t r e a l ly  knowing why he 
should  f e e l  such p re se n tim e n ts . As e a r ly  a s  Act 1, Scene i i i ,  f o r  ex­
am ple, Queen E liz a b e th  says:
Would a l l  were w ell!  b u t t h a t  w i l l  never be:
I f e a r  o u r h app iness  i s  a t  th e  h ig h e s t .  (1 , i i i ,  40-41)
Such an  example may be c a l le d  u n d ire c te d , f o r  Queen E liz a b e th  has had 
no re a so n  to  f e e l  such a  p resen tim en t and has no way o f  knowing how 
h e r  f e e l in g s  o f  f u tu r e  unhappiness w i l l  be brought ab o u t. Her premo­
n i t i o n ,  however, s t r i k e s  an  apprehensive  f e e l in g  in  o u r mind a s  we 
aw a it subsequent r e v e la t io n s .  S im ila r ly , th e  young P r in c e , h e i r  to
10Clemen, " A n tic ip a tio n  and Foreboding in  S h ak esp ea re 's  E arly  
H i s to r i e s , "  p . 27.
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th e  th ro n e  o f  Edward IV, has ominous f e e l in g s .  W hile be in g  le d  to  th e  
Tower o f  London by h is  u n c le , R ichard , th e  P r in c e  say s:
. . .  I  hope 1 need n o t f e a r .
But come, my lo rd ;  and w ith  a  heavy h e a r t ,
. . .  go I un to  th e  Tower. ( I l l ,  i ,  148-150)
The th i r d  scene o f  th e  second a c t  i s  e s p e c ia l ly  n o tic e a b le  i n  i t s  
u se  o f  u n d ire c te d  fo reb o d in g , f o r  th e  e n t i r e  scene i s  devoted to  f o r e ­
shadowing. The dark  atm osphere o f  f e a r  and u n c e r ta in ty  i s  f e l t  by th e  
anonymous c i t i z e n s  who g a th e r  in  a  London s t r e e t . The second c i t i z e n 's  
e a r ly  e x p re ss io n  o f  p re se n tim e n t, " I  f e a r ,  I  f e a r ,  ' t w i l l  prove a  
tro u b lo u s  w orld" ( I I ,  i i i ,  5 ) ,  s e t s  th e  p a t te r n  fo r  th e  t o t a l  scen e . 
When th e  o p t im is t ic  f i r s t  c i t i z e n  announces t h a t  " a l l  s h a l l  be w e l l ,"  
he i s  answered by h i s  two f r ie n d s  as  fo llo w s:
T h ird  C it :  "When c lo u d s ap p ear, w ise men p u t on t h e i r  c lo a k s ;
When g re a t  le a v e s  f a l l ,  th e  w in te r  i s  a t  hand;
When th e  sun  s e t s ,  who doth  no t look  fo r  n ig h t?  
U ntim ely storm s make men expect a  d e a r th .
A ll may be w e ll; b u t ,  i f  God s o r t  i t  so ,
'T is  more th a n  we d ese rv e , o r  I e x p e c t."
Sec. C i t :  "T ru ly , th e  s o u ls  o f  men sire f u l l  o f  d read :
Ye cannot re a so n  alm ost w ith  a  man 
T hat looks no t h e a v ily  and f u l l  o f  f e a r . "
T h ird  C it :  "B efore th e  tim es o f  change, s t i l l  i s  i t  so :
By a  d iv in e  i n s t i n c t  m en 's minds m is t r u s t
Ensuing d an g ers; a s ,  by p ro o f, we see
The w a te rs  sw ell b e fo re  a  b o is te ro u s  s to rm ."
( I I ,  i i i ,  32-44)
The above passag es  o f  u n d ire c te d  fo reb o d in g  perhaps i l l u s t r a t e s  an o th er 
o f  th e  Senecan in f lu e n c e s  upon S hakespeare. John C u n lif fe  p o in ts  o u t 
t h a t  an  id e a  p u t forw ard by Seneca i s  t h a t  o f  th e  p re sen tim e n t o f 
e v i l . 11 The p a r t i c u la r  scene under d is c u s s io n  i s  a  good example o f  
th e  " c h o r ic "  sce n e . T his scene has no r e la t io n s h ip  to  e i th e r  th e
1 1 John W. C u n lif fe ,  The In flu e n c e  o f  Seneca on E liz a b e th a n  
Tragedy (New York, 1925), p . 77.
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developm ent o f p lo t  o r  c h a ra c te r ;  i t s  prim ary purpose " i s  to  r e f l e c t  
t h i s  g en e ra l mood o f  alarm , p rem o n itio n  and imminent c a ta s t ro p h e ." 12
The above i l l u s t r a t i o n s  o f  u n d ire c te d  fo reb o d in g , which in c lu d e  
th e  n a r ra t io n  o f C la re n c e 's  dream, e x p re ss io n s  o f  an unknown f e a r ,  and 
an a tm o sp h e re -c re a tin g  "c h o ric "  scen e , show Shakespeare u s in g  fo re sh a ­
dowing in  a  more s u b tle  and more e f f e c t iv e  way th a n  i t  had p re v io u s ly  
been u sed . Whereas p ro p h e c ie s , c u rse s , and a n t ic ip a to ry  dreams a re  
e x p l i c i t  and obvious in  t h e i r  f o r e t e l l i n g ,  u n d ire c te d  fo reb o d in g  i s  
vague and s u b tle  i n  i t s  p re se n tim e n t.
Foreshadowing in  R ichard I I I , however, i s  no t l im ite d  to  d i r e c t  
announcements and to  u n d ire c te d  fo reb o d in g . For th o se  who know th e  
h i s t o r i c a l  ev en ts  connected  w ith  th e  r e ig n  o f R ichard  I I I ,  ex p ress io n s  
o f  d ram atic  iro n y , passag es  which have one meaning to  th e  c h a ra c te r  
speak ing  and an o th e r meaning to  th e  p e rc e p tiv e  aud ien ce , p o in t  to  o r 
a n t ic ip a te  a  coming e v en t. D ram atic iro n y  i s  q u ite  n o tic e a b le  in  
H a s tin g s ' a c t io n s ,  whose " f e e l in g  o f  s e c u r i ty  s tan d s  i n  i ro n ic  con­
t r a s t  to  what i s  a c tu a l ly  going o n ." 13 Because o f  R ic h a rd 's  conversa­
t i o n  w ith  C atesby in  which R ichard  sa y s , "Chop o f f  h i s  B la s t in g s '3 
head" ( I I I ,  i ,  193) and because o f  S ta n le y 's  dream ( I I I ,  i i ,  1 1 ), th e  
aud ience  knows th a t  Lord H astin g s  s ta n d s  in  g re a t  danger. H as tin g s , 
however, i s  seem ingly unaware o f any danger. For in s ta n c e , in  re p ly  
to  C a te sb y 's  s ta te m e n t, '" T i s  a  v i l e  th in g  to  d ie , my g rac io u s  l o r d , /  
When men a re  unp repared  and look no t on i t "  ( I I I ,  i i ,  64 -65 ), H astin g s  
r e p l i e s :
1 9Clemen, " A n tic ip a tio n  and Foreboding in  S h ak esp ea re 's  E arly  
H is to r i e s , "  p . 28.
13I b id . . p . 20.
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0 m onstrous, m onstrous! and so f a l l s  i t  o u t
With R iv e rs , Vaughan, Gray: and so ' t w i l l  do
With some men e l s e ,  who th in k  them selves a s  s a fe
As thou  and I ;  who, as thou  k n o w 's t, a re  dear
To p r in c e ly  R ichard  and to  Buckingham. ( I l l ,  i i ,  66-70)
For an o th e r example o f  d ram atic  iro n y , H astin g s  d e c la re s  t h a t  he w i l l  
"have t h i s  crown o f mine c u t from my sh o u ld e rs"  ( I I I ,  i i ,  43) b e fo re  he 
w i l l  see  R ichard  re c e iv e  th e  k in g sh ip . S im ila r ly , i n  answer to  S tan ­
l e y 's  fo rew arn ing , " th e  boar [R ic h a rd ]  had razed  h i s  helm" ( I I I ,  i i ,
1 1 ), H astin g s  r e p l ie s  th a t  " th e  boar [R ichard! w i l l  u se  us k in d ly "
( I I I ,  i i ,  33). Here a n t i c ip a t io n  r e s t s  upon th e  am biguity  o f  th e  word 
k in d ly . H a s tin g s , o f  co u rse , in ten d ed  th e  word to  mean " c o u r te o u s ly ."
The E liz a b e th a n  aud ience , however, would have a d d i t io n a l ly  understood  
th e  word k in d ly  to  mean "acco rd in g  to  h is  n a tu re ."
The a r c h - i r o n is t  in  R ichard  I I I  i s ,  o f  co u rse , R ichard  h im se lf .
As e a r ly  a s  Act I ,  Scene i ,  R ic h a rd 's  iro n y  a p p e a rs . When C larence i s  
le d  to  p r is o n , R ichard say s , " I  w i l l  d e l iv e r  you, o r  e l s e  l i e  f o r  you"
( I ,  i ,  115). Here R ichard  q u ib b le s  on th e  m eanings o f  d e l iv e r  and l i e .
L a te r  R ichard  t a lk s  w ith  th e  young P r in c e s , sons o f  Edward IV, w hile
ta k in g  them to  th e  Tower o f London. During th e  c o n v e rsa tio n  young York 
in n o c e n tly  asks fo r  R ich a rd ’s  dagger. D ia b o lic a l ly ,  R ichard  c h a ra c te r ­
i s t i c a l l y  r e p l i e s ,  "My dagger, l i t t l e  cousin?  w ith  a l l  my h e a r t"  ( I I I ,  
i ,  111 ). Because o f h i s  ta k in g  such p le a s u re  in  iro n y , i t  i s  on ly  
n a tu ra l  th a t  R ic h a rd 's  iro n y  would be used  a g a in s t  h im se lf .  S ince  th e  
aud ience  knows o f  R ic h a rd 's  e v e n tu a l dow nfa ll, such u t te ra n c e s  o f  R ich­
a r d 's  as '" T i s  death  to  me to  be a t  enm ity" ( I I ,  i ,  6 0 ), "God w i l l  r e ­
venge i t "  ( I I ,  i ,  138), and "A ll unavoided i s  th e  doom o f  d e s tin y "  (IV, 
iv ,  217) would be und ersto o d  and a p p re c ia te d  by th e  E liz a b e th a n  a u d i­
en ce . There i s  s im ila r  iro n y  in  R ic h a rd 's  l a t e r  words to  Queen E lizabeth ;.
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Heaven and fo r tu n e  bar me happy hours!
Day y ie ld  me no t th y  l i g h t  n o r, n ig h t ,  th y  r e s t !
Be o p p o s ite  a l l  p la n e ts  o f  good luck
To my p ro ceed in g s  . . . .  (IV, iv ,  400-403)
A lthough no t i n  th e  sense  o f  d ram atic  iro n y , R ic h a rd 's  i r o n ic  u se  o f 
p ro v erb s  s a id  " a s id e "  in  a c t  th re e  g iv es  e x p re ss io n  to  h i s  foreknow l­
edge. For in s ta n c e , in  h is  c o n v e rsa tio n  w ith  th e  young p r in c e s ,  Rich­
a rd  say s , "So w ise so young, th ey  say , do never l i v e  long" ( I I I ,  i ,  79) 
and "S h o rt summers l i g h t l y  have a  forw ard sp rin g "  ( I I I ,  i ,  9 4 ).
The dow nfall o f  R ichard  i s  p re f ig u re d  by a  new foreshadow ing de­
v ic e ,  d e p ic tin g  co n c lu s io n s  th rough  c h a ra c te r  b eh av io r, which Shake­
sp ea re  in tro d u c e s  i n  t h i s  p la y . The aud ience knows o f th e  c u rse s  
d ire c te d  a g a in s t  R ichard  and knows th a t  a  j u s t  u n iv e rse  w i l l  not l e t  
R ic h a rd 's  s in s  go unpunished , b u t u n t i l  l a t e  i n  th e  drama th e r e  a re  
a p p a re n tly  no w eaknesses w ith in  R ichard  to  in d ic a te  th e  i n e v i t a b i l i t y  
o f  h i s  d o w n fa ll. Y et, as  H. B. C h a rlto n  p o in ts  o u t,  one may t r a c e  
R ic h a rd 's  g rad u a l d is in te g r a t io n  b eg inn ing  in  th e  fo u r th  a c t .a n d  con­
t in u in g  through th e  p l a y .14 Lady. A nne's r e v e la t io n  th a t  she has o f te n  
been  awakened by R ic h a rd 's  " tim orous dreams" (IV, i ,  84-85) p re f ig u re s  
R ic h a rd 's  c o l la p s e .  When R ichard  nex t ap p ea rs , h is  a c t io n s  denote  a 
weakening o f  h is  s e lf - a s s u ra n c e  and h i s  s e l f - c o n t r o l .  For in s ta n c e , 
R ichard  b i t e s  h i s  l i p  because o f  h i s  anger a t  Buckingham; he c a l l s  upon 
a  common*page to  f in d  him a  m urderer to  k i l l  Edw ard's so n s; and he r e ­
fu se s  to  answer Buckingham 's q u e s tio n s . For th e  f i r s t  tim e R ic h a rd 's  
mind tu rn s  in c re a s in g ly  to  e a r l i e r  p ro p h ec ies  which cou ld  prove harm ful 
to  him:
1% en ry  Buckley C h arlto n , S hakespearian  Tragedy (Cambridge, Eng., 
1949), p . 27.
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As I remember, Henry th e  S ix th
Did prophesy th a t  Richmond should  be k in g .
. . .  a  bard  o f I re la n d  to ld  me once,
I should  no t l i v e  long  a f t e r  I saw Richmond.
(IV , i i ,  98-110)
A fte r  R ichard i s  cu rsed  by M argaret, Queen E liz a b e th , and th e  Duchess 
o f  York, h is  s e lf - a s s u ra n c e  and power o f d e c is io n  a re  im p aired . Rich­
a rd  g iv es  c o n f l ic t in g  o rd e rs  to  R a tc l i f f  and C atesby . When q u es tio n ed  
abou t th e se  confused  commands, R ichard r e p l i e s ,  "My mind i s  changed, 
s i r ,  my mind i s  changed" (IV, iv ,  456 ). When R ichard b e lie v e s  t h a t  a  
n ew ly -a rriv ed  m essenger has b rought bad news, R ichard whips him, on ly  
to  la v is h  " h is  p u rse"  upon him a  moment l a t e r  when he d isc o v e rs  th a t  
th e  news i s  good (IV , iv ,  508-517). A fte r  th e  g h o sts  o f  h is  murdered 
v ic tim s  have appeared  to  him, R ichard awakens f i l l e d  w ith  t e r r o r .  H is 
words to  R a tc l i f f ,  "0 R a tc l i f f ,  I  f e a r ,  I f e a r"  (V, i i i ,  215), in d i ­
c a te  t h a t  R ichard now f e e l s  th e  same p rem o n itio n s as  th o se  f e l t  by th e  
o th e r  c h a ra c te r s  e a r l i e r  in  th e  drama. S t i l l  o th e r  s p e c i f ic  in s ta n c e s  
p o in t  to  a  f a l t e r i n g  R ichard . R ichard , fo r  example, " w i l l  no t sup"
(V, i i i ,  48 ); he hopes t h a t  h i s  helm et w i l l  f e e l  l i g h t e r  th a n  i t  has 
(V, i i i ,  63); and he adm its th a t  he has "n o t t h a t  a l a c r i t y  o f  s p i r i t , /  
Nor cheer o f mind, t h a t  I  was wont to  have" (V, i i i ,  -73-74). Not one
o f  th e se  above examples i s  a c tu a l ly  a  d e f in i t e  a n t ic ip a to ry  p h ra se , bu t
th e  t o t a l  cum ulative  e f f e c t  c le a r ly  p o in ts  to  R ic h a rd 's  dow nfa ll.
R ichard I I I  i s  a  p lay  in  which a n t ic ip a t io n  and fo reb o d in g  a re  
q u i te  im p o rtan t, fo r  th e re  i s  more foreshadow ing in  t h i s  p lay  th a n  in  
any o th e r  h is to r y  p la y . As would be expected  from i t s  tim e o f  composi­
t io n ,  R ichard I I I  i s  a  p iv o ta l  p la y . I t  makes u se  o f th e  o ld e r  t r a d i ­
t i o n a l  conven tions o f  foreshaidowing, and i t  develops new tech n iq u es  
which c o n tr ib u te  so s tro n g ly  to  l a t e r  h i s t o r i e s  and t r a g e d ie s .  By
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fo llo w in g  th e  o ld e r  conven tions o f  a n t ic ip a t io n ,  R ichard  I I I  makes u se  
o f  c u rse s , p ro p h e c ie s , w arnings, and dream s. Even th e se  t r a d i t i o n a l  
d e v ic e s , however, seem to  be used  h e re  w ith  a  g re a te r  s t r u c tu r a l  s ig ­
n if ic a n c e  th a n  in  th e  e a r l i e r  p la y s .  On th e  o th e r  hand, o f  more i n t e r ­
e s t  i n  R ichard I I I  i s  th e  in tro d u c t io n  o f  new foreshadow ing d e v ic e s .
The most im p o rtan t o f  th e s e  new d e v ic e s  i s  u n d ire c te d  fo reb o d in g , th e  
dark  p re sen tim en t o f  f e a r  and u n c e r ta in ty ,  which h e lp s  to  c r e a te  an 
atm osphere charged w ith  doom. As we w i l l  see  in  R ichard  I I  and in  th e  
t r a g e d ie s ,  u n d ire c te d  fo reb o d in g  becomes S h ak esp ea re 's  p re v a le n t ty p e  
o f  foreshadow ing. Shakespeare a ls o  u se s  d ram atic  iro n y  and a n t ic ip a ­
t i o n  by a c t io n  o f  a  c h a ra c te r  in  th e  foreshadow ing o f  R ichard  I I I . 
Because o f i t s  numerous in s ta n c e s  o f  foreshadow ing and because o f  i t s  
in tro d u c t io n  o f  new ty p es  o f  a n t ic ip a t io n ,  R ichard  I I I  i s  a  q u i te  v a l ­
u a b le  p la y  fo r  our s tu d y .
King John
Compared w ith  R ichard  I I I  o r  R ichard  I I . th e r e  a re  s u rp r is in g ly  
few a n t ic ip a to ry  p assag es  i n  King Jo h n . These few p assa g e s , however, 
Eire used  q u i te  e f f e c t iv e ly .
C onstance, th e  widow o f  King J o h n 's  o ld e s t  b ro th e r  and m other o f  
A rth u r, has as  h e r  main fu n c tio n  th e  b u ild in g  o f  an atm osphere f i l l e d  
w ith  gloom. M argaret, w ith  h e r  many c u rse s  and w arnings, perform ed a  
somewhat s im i la r  ta s k  in  R ichard I I I . C onstance, however, d i f f e r s  from 
M argaret in  th a t  C o n stan ce 's  fo rew arn in g s a re  l e s s  o b tru s iv e  and ex­
p l i c i t  th a n  th o se  o f M a rg a re t 's .  C o n stan ce 's  appearance and b eh av ip r, 
more s p e c i f i c a l ly  h e r  b lack  d re s s e s ,  h e r  sad n ess , and h e r  r a i l i n g  and 
w a ilin g , by them selves c o n tr ib u te  to  a  f e e l in g  o f  p re se n tim e n t. Also
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h e lp in g  to  e s ta b l i s h  fo rebod ing  f e e l in g s  a re  C onstance’s speeches, 
f i l l e d  w ith  images o f  d ea th , sorrow , and f e a r .  The drama abounds in  
such im ages; ty p ic a l  examples in c lu d e : ’’Teach thou t h i s  sorrow  how to
make me d ie "  ( I I I ,  iv ,  39); "For I  am s ic k  and cap ab le  o f  f e a rs "  ( I I I ,  
iv ,  12); "D eath, d ea th , 0 am iable lo v e ly  d e a th l . . .  0 , come to  me" 
( I I I ,  iv ,  25-36); and "G rie f  f i l l s  th e  room up o f my a b se n t c h i ld " ' 
( I I I ,  iv ,  9 3 ). There i s ,  in  th e s e  p a ssa g e s , no d e f in i t e  a n t ic ip a to ry  
p h ra se , b u t each has  some ominous su g g e s tio n  and th e  t o t a l  e f f e c t  i s  
cu m u la tiv e , h e lp in g  to  e s ta b l i s h  th e  p ro p er atm osphere fo r  th e  u n fo ld ­
ing  o f th e  a c t io n .
In  a d d i t io n  to  h e lp in g  to  c r e a te  an  ominous atm osphere, Constance 
makes d i r e c t  s ta te m e n ts  o f  fo reb o d in g . At th e  c lo s e  o f  th e  second a c t ,  
th e  burghers o f  A ngiers induce th e  French and E n g lish  tro o p s  to  s e t t l e  
t h e i r  d if fe re n c e s  by a g ree in g  to  a  m arriag e  betw een Lewis th e  Dauphin 
and Lady B lanch. C o n stan ce 's  appearance a t  th e  beg inn ing  o f  Act I I I ,  
however, makes q u i te  c le a r  th a t  t h i s  peace w i l l  n o t l a s t .  Not a c c e p t­
in g  King P h i l i p ’s  s ta te m en t th a t  th e  p re se n t day i s  a  " h o lid a y ,"  Con­
s ta n c e  s t a t e s :
• A wicked day, and n o t a  h o ly  day I
T h is  day, a l l  th in g s  begun come to  i l l  end,
Yea, f a i t h  i t s e l f  to  ho llow  fa lseh o o d  changeI
( I I I ,  i ,  83-95)
C o n s tan ce 's  re q u e s t  to  heaven a ls o  h e lp s  to  announce to  th e  aud ience
t h a t  th e  peace w i l l  no t rem ain:
Arm, arm, you heavens, a g a in s t  th e s e  p e r ju re d  k in g s!
A widow c r i e s ;  be husband to  me, heavens!
L et no t th e  hours o f t h i s  ungodly day
Wear o u t th e  day in  peace; b u t, e re  su n se t,
S e t armed d isc o rd  'tw ix t  th e se  p e r ju re d  k in g s!
( I l l ,  i ,  107-111)
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As would be ex p ec ted , b e fo re  th e  day i s  ended th e  b a t t l e  ta k e s  p la c e , 
in d ic a t in g  th a t  C o n s tan ce 's  in v o c a tio n  has been answ ered.
The French, a f t e r  b reak in g  th e  compact o f  p eace , a re  d e fe a te d ,
and C o n stan ce 's  young son, young A rth u r, i s  ca p tu re d  by th e  E n g lish
fo rc e s .  In  l in e s  f u l l  o f  p rem onito ry  images Constance lam ents th a t
she w il l  never see  h e r  son a l iv e  ag a in :
But now w il l  canker sorrow  e a t  my bud 
And chase  th e  n a tiv e  beau ty  from h is  cheek 
And he w i l l  look  a s  ho llow  as  a  g h o s t,
As dim and meagre as  an a g u e 's  f i t ,
And so h e ' l l  d ie ;  and, r i s i n g  so a g a in ,
When I s h a l l  meet him in  th e  c o u r t  o f  heaven 
I s h a l l  no t know him: th e r e fo r e  n ever, never 
Must I behold  my p r e t ty  A rth u r more. ( I l l ,  iv ,  82-89)
Shakespeare d ev o tes  more a t t e n t io n  to  foreshadow ing th e  f a t e  o f  young
A rthur th an  to  any o th e r  ev en t in  King Jo h n . C a rd in a l Pandulph, th e
scheming le g a te  o f  th e  Pope, a ls o  f o r e t e l l s  th e  d ea th  o f  A rthur:
John h a th  se iz e d  A rth u r; and i t  cannot be
T h a t, w h ile s  warm l i f e  p la y s  in  th a t  i n f a n t 's  v e in s ,
The m isp laced  John should  e n t e r t a in  an  hour,
One m inu te , nay, one q u ie t  b re a th  o f r e s t .
A s c e p tre  s n a tc h 'd  w ith  an  u n ru ly  hand 
Must be as  b o is te ro u s ly  m a in ta in 'd  a s  g a in ’d;
And he t h a t  s ta n d s  upon a  s l ip p e ry  p la c e  
Makes n ic e  o f  no v i l e  h o ld  to  s ta y  him up:
T hat John may s ta n d , th e n  A rthur needs must f a l l ;
So be i t ,  f o r  i t  cannot be b u t so . ( I l l ,  iv ,  131-140)
Pandulph goes on to  t e l l  Lewis th e  Dauphin th a t  th e  d ea th  o f  A rthur
w i l l  f i t  in to  Lew is' p la n , fo r  A r th u r 's  d ea th  w i l l  cause  th e  E ng lish
nob les to  j o i n  w ith  th e  French fo rc e s .
The t r a d i t i o n a l  co n ven tions o f  foreshadow ing, such a s  th e  su p er­
n a tu r a l ,  a re  used on ly  s l i g h t l y  in  King Jo h n . Pandulph p r e d ic ts  th a t  
th e  common p eo p le  w i l l  i n t e r p r e t  n a tu r a l  phenomena a s  "m eteo rs , p ro d i­
g ie s  and s i g n s , /  A b o rtiv e s , p resag es  and tongues o f  heaven" ( I I I ,  iv ,  
157-158) i f  A rth u r i s  found dead. P a n d u lp h 's  f o r e c a s t  does come t r u e ;
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th e  B as ta rd  t e l l s  how he found th e  peop le  " s tra n g e ly  f a n ta s ie d "  and 
" p o s s e s s 'd  w ith  rumours" (IV, i i ,  144-145), and H ubert speaks o f  th e  
" f iv e  moons" which were s a id  to  have been seen  th e  p reced in g  n ig h t (IV, 
i i ,  182-184). P e te r  o f Pom fret, an  E n g lish  p ro p h e t, ap p ears  in  Act IV, 
Scene i i  to  p r e d ic t  to  King John th a t  " e re  th e  nex t A scension-day a t  
n o o n ,/ Your h ig h n ess  should  d e l iv e r  up your crown" (IV , i i ,  151-152). 
L a te r , i n  o rd e r  to  sec u re  P an d u lp h 's  a id  a g a in s t  th e  F rench , John sym­
b o l ic a l ly  subm its to  th e  Pope by su rre n d e rin g  h i s  crown to  th e  papal 
le g a te .  A lthough John im m ediately re c e iv e s  h i s  crown back ag a in , th e  
prophecy o f  P e te r  o f  Pom fret i s  f u l f i l l e d .  N eedless to  say , th e  omens 
and p ro p h ec ies  o f  King John a re  o f  l i t t l e  im portance when compared w ith  
t h e i r  u se  in  th e  p rec e d in g  h is to r y  p la y s .
The f i n a l  c o n f ro n ta t io n  o f  French and E n g lish  fo rc e s  i s  p r e f ig ­
u red  th roughou t Act IV. Upon d isc o v e rin g  th e  d ea th  o f  A rth u r, th e  E a rl 
o f  Pembroke d i r e c t ly  announces a  coming c o n f l ic t :
T h is must no t be th u s  borne: t h i s  w i l l  b reak  ou t
To a l l  our sorrow s, and e re  long  I d oub t. (IV , i i ,  101-102)
Through fo rc e fu l  im agery, th e  B as ta rd  fo reb o d in g ly  h in t s  a t  t ro u b le s  
to  come:
. . . and v a s t  co n fu sio n  w a its ,
As do th  a  rav en  on a  s i c k - f a l l 'n  b e a s t ,
The imminent decay o f  w rested  pomp.
Now happy he whose c lo ak  and c in c tu re  can
Hold o u t t h i s  tem pest . . . .  (IV , i i i ,  153-157)
Through such a  p re se n tim e n t, th e  aud ience  i s  p rep ared  f o r  th e  ev en ts  o f
th e  nex t a c t .  The image o f  " v a s t co n fusion" aw a itin g  l i k e  a  rav en  i s  
o f  a d d i t io n a l  s ig n if ic a n c e ,  Wolfgang Clemen p o in ts  o u t,  "a s  i t  shows 
th a t  Shakespeare now re p la c e s  th e  e a r l i e r  p rem onito ry  im agery, m ainly 
based  on th e  t r a d i t i o n a l  omens, by a  new ty p e  i n  which a b s t r a c t  fo rc e s
3 3
a re  c a l le d  in to  p la y .1,15
In  c o n tr a s t  to  th e  Henry th e  S ix th  p la y s , King John makes l i t t l e  
u se  o f  omens and p ro p h e c ie s . In  p la c e  o f  th e s e  t r a d i t i o n a l  dev ices  
Shakespeare u ses  new ty p e s  o f a n t ic ip a t io n  and fo reb o d in g . For in ­
s ta n c e , a p a r t  from h e r speeches, C o n stan ce 's  behav io r and appearance 
se rv e  to  awaken fo rebod ing  f e e l in g s .  The B a s ta r d 's  s im ile  beg inn ing  
w ith  "and v a s t  co n fu sio n  w a its"  i l l u s t r a t e s  th e  com plex ity  which i s  
p o s s ib le  u s in g  p o e tic  imagery fo r  a n t ic ip a to ry  p u rp o ses . Although King 
John does no t make use  o f  much foreshadow ing, i t s  examples i l l u s t r a t e  
a  few o f  th e  more complex methods by which t h i s  d ev ice  may be p re se n te d  
and g iv e  an  im p ressio n  th a t  Shakespeare has  ach ieved  a  g r e a te r  s u b tle ty  
i n  a r t i s t i c  u se  o f  th e se  im p o rtan t e lem ents o f  drama.
v
R ichard  I I
W ith th e  ex cep tio n  o f  R ichard I I I . R ichard I I  has  more a n t ic ip a ­
to ry  p assag es  th a n  any o th e r  h is to r y  p la y . The foreshadow ing in  Rich­
a rd  I I . a lth o u g h  r e ta in in g  p ro p h ec ies  and w arnings as  a n t ic ip a to ry  
d e v ic e s , i s  g e n e ra lly  more complex and s u b tle  th a n  in  R ichard  I I I . 
A tm osphere-bu ild ing  fo reb o d in g , fo r  in s ta n c e , i s  s u s ta in e d  th roughou t 
R ichard  I I . th u s  c o n tr ib u t in g  p o w erfu lly  to  th e  dark  mood o f  p r e s e n t i ­
ment which i s  f e l t  by th e  au d ien ce .
P ro p h ec ies  and w arnings, used  so e x te n s iv e ly  in  e a r i i e r  p la y s , 
c o n tin u e  to  be used  in  R ichard I I . John o f  Gaunt i s  th e  f i r s t  to  
speak w arn ings. Because o f  h i s  r e p u ta t io n  as  a  noble p a t r i o t  and 
because o f  th e  adage th a t  " t r u th  i s  found on th e  tongues o f  dying  men,"
15Wolfgang H. Clemen, The Development o f  S hakespeare ' s Imagery 
(Cambridge, M ass., 1951), p . 86.
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th e  aud ience i s  p rep a red  to  accep t John o f  Gaunt*s s ta te m e n ts  concern ­
in g  th e  c o n d itio n  o f  England under R ichard  I I  and to  g iv e  heed to  h is  
w arn in g s:
H is D lic h a rd 's l  ra sh  f i e r c e  b la z e  o f  r i o t  canno t l a s t ,
For v io le n t  f i r e s  soon burn  o u t them selves;
Sm all showers l a s t  long , b u t sudden storm s a re  s h o r t;
He t i r e s  betim es t h a t  sp u rs  to o  f a s t  betim es;
With eag er fe ed in g  food doth  choke th e  fe e d e r:
L ig h t v a n ity ,  i n s a t i a t e  corm orant,
Consuming means, soon p rey s  upon i t s e l f .
CTo R ichardJ
Thy death -bed  i s  no l e s s e r  th a n  th y  land  
W herein thou  l i e s t  in  r e p u ta t io n  s ic k ;
And th o u , to o  c a r e le s s  p a t i e n t  a s  thou  a r t ,
Com m it'st th y  an o in ted  body to  th e  cu re  
Of th o se  p h y s ic ia n s  t h a t  f i r s t  wounded th e e :
0 , had th y  g ra n d s ire  w ith  a  p ro p h e t!s -e y e  
Seen how h is  s o n 's  son should  d e s tro y  h i s  sons, 
From f o r th  th y  reach  he would have l a i d  th y  shame, 
Deposing th e e  b e fo re  thou  w ert p o s s e s s 'd ,
Which a r t  p o s s e s s 'd  now to  depose th y s e l f .
L andlord o f England a r t  thou  now, no t k in g :
Thy s t a t e  o f  law  i s  bondslave to  th e  law . CXI, i ,  33-114)
G au n t's  speeches, which f i l l  up alm ost h a l f  o f  Act I I ,  Scene i i ,  le av e
one w ith  th e  c e r t a in ty  o f  E n g lan d 's  i l l n e s s  and d i s in te g r a t io n .  Because
o f  R ic h a rd 's  poor management o f h i s  c o u n try , one sen ses  t h a t  h is  r u le
must o f  n e c e s s ity  come to  an  end.
A s t r i k in g  example o f  prophecy re g a rd in g  th e  f a t e  o f  England i s
d e liv e re d  by th e  B ishop o f  C a r l i s le  in  W estm inster H a l l .  C a r l i s l e 's
speech comes a t  a  s t r u c t u r a l ly  im p o rtan t p o in t in  th e  drama, j u s t  a t
th e  beg in n in g  o f  th e  famous d e p o s it io n  scen e . As B olingbroke p re p a re s
to  re c e iv e  th e  crown from R ichard , th e  Bishop o f  C a r l i s l e  p ro p h esies
what E n g lan d 's  f a t e  w i l l  be i f  B olingbroke i s  made k ing :
The b lo o d ,o f  E n g lish  s h a l l  manure th e  ground,
The f u tu r e  ages groan f o r  t h i s  fo u l a c t ;
Peace s h a l l  go s le e p  w ith  Turks and i n f i d e l s ,
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And in  t h i s  s e a t  o f peace tum ultous wars 
S h a ll k in  w ith  k in  and k in d  w ith  k in d  confound;
D iso rd e r, h o r ro r ,  f e a r  and m utiny
S h a ll h e re  in h a b i t ,  and t h i s  lan d  be c a l l 'd
The f i e l d  o f G olgotha and dead m en's s k u l l s .
0 , i f  you r a i s e  t h i s  house a g a in s t  t h i s  house,
I t  w il l  th e  w o e fu lle s t d iv is io n  prove
That ever f e l l  upon t h i s  cu rsed  e a r th .  (IV , i ,  137-147)
A fte r  th e  d e p o s it io n , th e  Bishop o f C a r l i s l e  r e i t e r a t e s  h i s  p r e d ic t io n
o f coming sorrow :
The w oe's to  come; th e  c h i ld re n  y e t unborn 
S h a ll  f e e l  t h i s  day a s  sh arp  to  them as  th o rn .
(IV , i ,  322-323)
The r e s t  o f th e  h i s t o r i c a l  te t r a lo g y  t e s t i f i e s  to  th e  v e r a c i ty  o f Car­
l i s l e ' s  prophecy.
Some l e s s  well-known passag es  dem onstra te  e q u a lly  w e ll , th e  p ro ­
p h e tic  s ta te m e n t. In  a  c o n v e rsa tio n  w ith  th e  Duchess o f G lo u c e s te r , 
widow of th e  s l a in  Thomas o f W oodstock, John o f Gaunt speaks o f th e  
r e t r i b u t io n  which w i l l  be made f o r  th e  Duke o f G lo u c e s te r 's  m urder:
P u t we o u r  q u a r re l to  th e  w i l l  o f heaven;
Who, when th ey  see th e  hour i s  r ip e  on e a r th ,
W ill r a in  h o t vengeance on o f fe n d e r s ' heads. ( I ,  i i ,  6 -8)
S h ak esp ea re 's  aud ience would be expected  to  know th a t  R ichard  I I  was 
re sp o n s ib le  f o r  h i s  u n c le  G lo u c e s te r 's  d e a th . G au n t's  re q u e s t  i s  sim­
i l a r  to  th e  ap o s tro p h es  to  heaven in  R ichard  I I I  where th e  avenging 
powers o f th e  u n iv e rse  a re  c a l le d  to  g iv e  r e t r i b u t io n .  G aunt’ s son, 
B olingbroke, n o t heaven, however, was d e s tin e d  to  " r a in  h o t vengeance" 
on R ic h a rd 's  head.
R ichard , to o , becomes p ro p h e tic  in  two scen es . In  th e  f i r s t  i n ­
s ta n c e , R ichard , l i k e  C a r l i s l e ,  p r e d ic ts  l a t e r  woe f o r  th e  n a t io n  where 
" c h ild re n  y e t unborn and unbegot" s h a l l  be s tru c k  by "arm ies o f p e s t i ­
len ce "  ( I I I ,  i i i ,  8 6 -8 8 ). In  th e  second in s ta n c e , R ichard warns 
N orthum berland about changing s id e s  and su p p o rtin g  B olingbroke in  h is
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a tte m p t to  g a in  th e  th ro n e . Speaking to  N orthum berland, R ichard  an­
nounces th e  consequences o f N orthum berland 's d is lo y a l ty :
The tim e s h a l l  no t be many hours o f age 
More th a n  i t  i s  e re  fo u l  s in  g a th e r in g  head 
S h a ll b reak  in to  c o r ru p tio n : thou s h a l t  th in k ,
Though he d iv id e  the .,rea lm  and g ive  th e e  h a l f ,
I t  i s  too  l i t t l e ,  h e lp in g  him to  a l l ;
And he s h a l l  th in k  th a t  th o u , which know 'st th e  way 
To p la n t  u n r ig h tf u l  k in g s , w i l t  know ag a in ,
Being n e 'e r  so l i t t l e  u rg ed , an o th e r way
To p luck  him headlong from th e  u surped  th ro n e . (V, i ,  57-65) 
R ic h a rd 's  prophecy i s  r e c a l le d  a s  coming t ru e  in  2 Henry IV ( I I I ,  i ,  
5 7 -5 9 ). S ince R ichard  I I  beg ins a  te t r a lo g y ,  most o f th e  p ro p h ec ies  
made h e re  w a it u n t i l  l a t e r ;  p lay s  f o r  t h e i r  f u l f i l lm e n t .  The prophecy 
i s  th e  most obvious o f a l l  th e  foreshadow ing d ev ices  in  R ichard  I I .
Such passag es  a s  C a r l i s l e 's  speech a t  W estm inster H a ll and R ic h a rd 's  
w arning to  N orthum berland e x c i te  n o tic e  and c a l l  a t t e n t io n  to  th em se lv es .
In  a d d i t io n  to  i t s  u se  o f prophecy, R ichard  I I  d isp la y s  i n t e r e s t ­
in g  te c h n iq u es  i n  th e  developm ent o f "c h o ric "  scen es , th o se  scenes 
which a re  w r i t te n  to  r e f l e c t  a  g e n e ra l mood of alarm  o r  im pending c a ta s ­
tro p h e . Shakespeare in tro d u c e d  th e  "c h o ric "  scene in  R ichard  I I I . 
where th re e  anonymous c i t i z e n s  g a th e r  in  th e  s t r e e t  to  ex p ress  t h e i r  
ap p reh en sio n s . Act I I ,  Scene i i  o f R ichard  I I . a  f u r th e r  development 
o f th e  " c h o ric "  scen e , b eg ins w ith  a  g e n e ra l p re sen tim en t o f coming 
sorrow . As th e  scene u n fo ld s , however, th e  fo reb o d in g  images become 
d a rk e r and more fo cu sed , th u s  s te a d i ly  in c re a s in g  th e  atm osphere o f 
im pending danger th ro u g h o u t th e  scen e . T h is  scene p ro v id e s  p o ss ib ly  
th e  most s t r i k in g  u se  o f fo reb o d in g  in  a l l  o f S hakespeare ' s  h is to r y  
p la y s .  As th e  scene opens, th e  Queen app ears  in  a  mood o f sadness 
which she cannot e x p la in . Bushy su g g ests  t h a t  King R ic h a rd 's  re c e n t 
f a re w e ll  and subsequent t r i p  to  I re la n d  a re  th e  reaso n s  f o r  th e  Q ueen's
37
sa d n e ss . The Queen,- however, does no t accep t t h i s  e x p la n a tio n :
. . . y e t a g a in , m ethinks,
Some unborn sorrow , r ip e  in  f o r tu n e 's  womb,
I s  coming tow ards me, and my inw ard so u l
W ith n o th in g  tre m b les : a t  some th in g  i t .g r i e v e s ,
More th an  w ith  p a r t in g  from my lo rd  th e  k in g . ( I I ,  i i ,  9-13)
Bushy ag a in  a tte m p ts  to  e x p la in  away h e r g r ie f s  bu t i s  s t i l l  n o t ab le
to  convince h e r .  The Queen r e p l ie s :
I t  may be so ; bu t y e t my inw ard sou l 
P ersuades me i t  i s  o th e rw ise : how e'er i t  be,
I  cannot bu t be sad ; so heavy sad
As, though on th in k in g  on no though t I th in k ,
Makes me w ith  heavy n o th in g  f a i n t  and sh r in k .
( I I ,  i i ,  28-32)
The above speeches o f th e  Queen a re  e x c e l le n t  i l l u s t r a t i o n s  o f u n d i­
re c te d  fo reb o d in g . Throughout S h ak esp ea re 's  p la y s , an unaccoun tab le  
d e je c t io n  p re f ig u re s  d i s a s t e r .  R ic h a rd 's  Q ueen 's p re sen tim en t i s  shown 
to  be w arran ted , even in  th e  same scene in  which she ex p resses  h er ap­
p re h e n s io n s , f o r  G reen im m ediately  e n te r s  and announces th a t  a  f u l l ­
blown r e b e l l io n  i s  now in  p ro g re s s . G reen r e p o r ts  th a t  Ross, Beaumond, 
W illoughby, and th e  P e rc ie s  a re  jo in in g  Henry B olingbroke on th e  c o a s t 
o f England. W ith t h i s  bad news th e  Queen d e c la re s :  "Now h a th  my so u l
b rough t f o r th  h e r  p rod igy" ( I I ,  i i ,  6 4 ). O ther c h a ra c te r s  who e n te r  
in  t h i s  scene h e lp  to  make c le a r  th e  ev en tu a l outcome in  th e  c o n f l ic t  
between R ichard  and B o lingbroke. The Duke o f York, th e  u n c le  o f R ich­
a rd  who i s  l e f t  i n  charge of England w hile  R ichard  i s  in  I r e la n d ,  i s  
c l e a r ly  shown to  be an in e f f e c tu a l  le a d e r  f o r  th e  impending c r i s i s .  
Y o rk 's  f i r s t  speech b e l ie s  th e  f a c t  t h a t  he i s  n o t a b le  to  w ith stan d  
th e  o n s lau g h t o f th e  r e b e l 's  fo rc e s :
. . .  we a re  on th e  e a r th ,
Where n o th in g  l iv e s  b u t c ro s s e s , c a re s  and g r i e f s .
Your husband, he i s  gone to  save f a r  o f f ,
W h ils t o th e r s  come to  make him lo s e  a t  home:
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Here am I  l e f t  to  underprop h i s  la n d ,
Who, weak w ith  age , cannot su p p o rt m yself:
Now comes th e  s ic k  hour t h a t  h is  s u r f e i t  made;
Now s h a l l  he t r y  h i s  f r ie n d s  th a t  f l a t t e r 'd  him .
( I I ,  i i ,  78-85)
Im m ediately a f t e r  t h i s  speech , a  se rv a n t' e n te r s  and announces th e  d ea th  
o f Y o rk 's  w ife . H ere, seem ingly to  add to  th e  t ro u b le s  o f York, Shake­
sp ea re  moves up by s e v e ra l months th e  a c tu a l  d ea th  o f  th e  Duchess o f 
G lo u c e s te r . Upon h e a r in g  th e  news, York excla im s:
. . . what a  t i d e  o f woes
Comes ru sh in g  on t h i s  w oeful lan d  a t  once! ( I I ,  i i ,  98-99)
The dark  p re se n tim e n ts  o f th e  p a r t in g  of th e  th re e  f r ie n d s  o f th e  k in g
c o n tr ib u te  p o w erfu lly  to  making a  f i t t i n g  co n c lu s io n  to  th e  s c e n e 's
prem onito ry  atm osphere. T h e ir  c o n v e rsa tio n  i s  a s  fo llo w s :'
"F a re w e ll: i f  h e a r t 's  p re sa g e s  be n o t v a in ,
We th re e  h e re  p a r t  th a t  n e 'e r  s h a l l  meet a g a in ."
" T h a t 's  a s  York th r iv e s  to  b e a t back B o lin g b ro k e ."
"A las, poor duke! th e  ta s k  he u n d e rta k es  
I s  numbering sands and d r in k in g  oceans d ry :
Where one on h i s  s id e  f i g h t s ,  thousands w i l l  f l y .
F a rew ell a t  once, f o r  once, f o r  a l l ,  and e v e r ."
"W ell, we may meet a g a in ."
" I  f e a r  me, n e v e r ."  ( I I , i i ,  142-150)
Thus, th rough  e f f e c t iv e  fo reb o d in g , Act I I ,  Scene i i  p o in ts  to  th e  
dow nfall o f R ichard  and h is  fo rc e s  in - th e  upcoming c o n f l i c t  a g a in s t  
B o lingbroke.
R ic h a rd 's  dow nfall and d ea th  a re  more s p e c i f i c a l ly  foreshadowed
i n  a  l a t e r  " c h o r ic ” scene in  which a  Welsh c a p ta in  and th e  E a rl o f
S a lisb u ry  t a l k .  The Welsh c a p ta in  and h is  men wish to  d is p e rs e  s in c e
th e re  a re  no " t id in g s  from th e  k in g ."  I n  re p ly  to  S a l i s b u r y 's  re q u e s t
" to  s ta y  an o th er d ay ,"  th e  C ap ta in  re c o u n ts  a  s e r ie s  o f ominous p o r te n ts :
'T i s  th o u g h t th e  k in g  i s  dead; we w i l l  n o t s ta y .
The b a y - tre e s  in  o u r co u n try  a re  a l l  w i th e r 'd  
And m eteors f r i g h t  th e  f ix e d  s t a r s  o f heaven;







And le a n - lo o k 'd  p ro p h e ts  w hisper f e a r f u l  change;
Rich men look sad and r u f f ia n s  dance and le a p ,
The one i n  f e a r  to  lo s e  what th ey  en joy ,
The o th e r  to  en joy  by rag e  and war:
The s ig n s  fo re ru n  th e  d e a th  o r  f a l l  o f k in g s . ( I I ,  iv ,  7 -15) 
S a lisb u ry , to o , in  h i s  f i n a l  l in e s  c l e a r ly  fo re s e e s  th e  dow nfall of 
R ichard :
Ah, R ichard , w ith  th e  eyes o f heavy mind 
I  see  th y  g lo ry  l ik e  a  sh o o tin g  s t a r  
F a l l  to  th e  base e a r th  from  th e  firm am ent.
Thy sun s e t s  weeping in  th e  low ly w est,
W itnessing  storm s to  come, woe and u n r e s t :
Thy f r ie n d s  a re  f le d  to  w a it upon th y  fo e s ,
And c ro s s ly  to  th y  good a l l  fo r tu n e  goes. ( I I ,  iv ,  18-24)
The p re se n tim e n ts  i n  t h i s  b r ie f  scene a re  ex p ressed  bo th  by th e  t r a d i ­
t i o n a l  omens o f u n n a tu ra l phenomena and by a  m etaphor.
Another "c h o ric "  scene , th e  G ard en ers ' scene o f Act I I I ,  Scene iv ,  
i s  bo th  p h ilo so p h ic a l  and a n t ic ip a to r y .  The ph ilo sophy  p re se n te d , th a t  
a  k in g  " l ik e  an ex e c u tio n e r"  must "Cut o f f  th e  heads o f to o  f a s t  grow­
in g  s p ra y s /  That look  to o  l o f ty  in  our commonwealth" ( I I I ,  i v ,  33-35) 
i s  coupled w ith  th e  su g g es tio n  th a t  R ichard  would have r e ta in e d  h is  
crown had he tended  h i s  "garden" more c lo s e ly .  There i s  th e  f u r th e r  
im p lic a t io n  th a t  England must have a  k ing  who w il l  c u t away th e  unnec­
e s sa ry  branches of th e  commonwealth. Such an  im p lic a tio n  p o s s ib ly  an­
t i c i p a t e s  th e  l a t e r  r e ig n  of Henry V. Echoing th e  garden  im agery of 
t h i s  scen e , th e  "E pilogue" to  Henry V s t a t e s ,  concern ing  Henry V, th a t  
"F o rtu n e  made h is  sw o rd ;/ By which th e  w o r ld 's  b e s t  garden he achieved" 
("E p ilo g u e ,"  l i n e s  6 -7 ) .  Each of th e  th re e  " c h o ric "  scenes i s  impor­
t a n t  to  th e  foreshadow ing in  th e  p la y . By means o f e x p re ss in g  vague 
fo reb o d in g  f e e l in g s  r a th e r  th an  g iv in g  d i r e c t  announcement, " c h o ric "  
scenes c a r e f u l ly  c u l t i v a t e  th e  p ro p er atm osphere f o r  R ic h a rd 's  tra g e d y .
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However, u n d ire c te d  fo reb o d in g s , th e  vague p rem o n itio n s  o f f e a r  
and u n c e r ta in ty ,  a re  n o t l im ite d  s o le ly  to  th e  '•choric*' scenes in  R ich­
a rd  I I . In  Act I I ,  Scene i ,  f o r  exam ple, York i s  concerned about th e  
i l l e g a l  s e iz u re  o f B o lin g b ro k e 's  in h e r i ta n c e .  I n  th e  fo llo w in g  w arning, 
which has a s  i t s  e ssen ce  th e  f e a r  o f unnamed consequences, York de-. 
nounces R ic h a rd 's  p la n :
I f  you do w rongfu lly  s e iz e  H e re fo rd 's  r ig h t s ,
You p lu ck  a  thousand dangers  on your head,
You lo s e  a  thousand w e ll-d isp o se d  h e a r ts  
And p r ic k  my te n d e r  p a t ie n c e  to  th o se  th o u g h ts  
Which honour and a l le g ia n c e  cannot th in k .
What w i l l  ensue h e re o f , t h e r e 's  none can  t e l l ;
But by bad co u rse s  may be understood
That t h e i r  ev en ts  can never f a l l  o u t good. ( I I ,  i ,  201-214) 
O ther in s ta n c e s  occu r in  Act I ,  Scene i i i ,  th e  scene which ta k e s  p la c e  
a t  th e  l i s t s  a t  C oventry . J u s t  b e fo re  th e  b a t t l e  between Thomas Mow­
bray  and Henry B olingbroke, B olingbroke a c c u ra te ly  p r e d ic t s  t h e i r  sub­
sequent banishm ent:
F o r Mowbray and m yself a r e  l i k e  two men
T hat vow a  long  and weary p ilg rim a g e . ( I ,  i i i ,  48-49)
Mowbray, a  f r i e n d  of R ichard  I I  who was an accom plice in  th e  murder o f 
th e  Duke of G lo u c e s te r , i s  q u ite  s u rp r is e d  and provoked a t  th e  s e v e r i ty  
o f h i s  punishm ent, banishm ent f o r  l i f e ,  i n  com parison w ith  B o lin g b ro k e 's  
much l i g h t e r  se n te n c e . Commenting on R ic h a rd 's  poor judgment in  th e se  
v e rd ic ts  and a n t ic ip a t in g  B o lin g b ro k e 's  l a t e r  r e b e l l io n ,  Mowbray says 
to  B o lin g b ro k e:
But what thou  a r t ,  God, th o u , and I  do know;
And a l l  to o  soon, I f e a r ,  th e  k ing  s h a l l  ru e .
( I ,  i i i ,  204-205)
H ere th e  fo reb o d in g  becomes more s p e c i f ic  and more d i r e c te d .
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S ince th e  c e n t r a l  outcome o f th e  drama i s  th e  dow nfall o f R ichard  
I I , i t  i s  n o t s u rp r is in g  th a t  so many a n t ic ip a to ry  scenes p re p a re  u s  
f o r  t h i s  ev en t. R ic h a rd 's  u l t im a te  lo s s  o f th e  crown i s  foreshadow ed 
on d i f f e r e n t  l e v e l s .
T y p ica l o f S h ak esp ea re 's  m atu ring  a r t ,  i n  t h i s  p la y  v a r io u s  a s ­
p e c ts  o f h is  drama a re  woven to g e th e r  in  an o rg an ic  u n i ty ,  w ith  ch a ra c ­
t e r  development i t s e l f  becoming a  form of fo reshadow ing . D ep ic tin g  
R ic h a rd 's  weakness o f c h a ra c te r  i s  perhaps S hakespeare ' s main method of 
p re p a rin g  us f o r  R ic h a rd 's  a c t io n s  in  th e  d e p o s it io n  scen e . Q u ite  d i f ­
f e r e n t  from R ichard  I I I ,  who i s  seem ingly d es tro y ed  by o u ts id e  f o rc e s ,  
R ichard  I I  has th e  seeds o f d e s tru c t io n  w ith in  h im se lf .  R ic h a rd 's  sen ­
t im e n ta l i ty ,  in d e c is iv e n e s s ,  a n d .g e n e ra l f r a g i l i t y  a re  n o tic e a b le  
th roughou t th e  drama and become th e  b a s is  o f R ic h a rd 's  overth row . As 
e a r ly  a s  th e  f i r s t  a c t ,  R ic h a rd 's  lo v e  of th e  outw ard shows o f k in g sh ip  
i s  in d ic a te d  by h i s  enjoym ent o f th e  p arad e  and ceremony accompanying
th e  t r i a l  o f arms a t  O xford. Act I  a lso  p o in ts  o u t R ic h a rd 's  p o l i t i c a l
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in e p t i tu d e  i n  h is  co n sen tin g  to  B olingbroke and Mowbray's combat a t  
arm s, i n  h is  s to p p in g  th e  f i g h t ,  and in  h i s  subsequent banishm ent o f 
b o th  com batan ts. In  s h o r t ,  R ichard  p r e f e r s  m erely to  p la y  th e  r o le  o f 
a  k in g . In  Act I I I ,  Scene i i ,  when R ichard  r e tu rn s  to  England a f t e r  
c ro s s in g  th e  channel from I re la n d ,  h i s  weaknesses a re  ag a in  v iv id ly  ex­
p re s s e d . The "up and down" n a tu re  o f R ichard , which he r e v e r t s  to  
a g a in  i n  th e  d e p o s it io n  scene , i s  in d ic a te d  in  t h i s  p re se n t scene .
Upon la n d in g  in  England, R ichard  i s  r a th e r  e x u b e ran t. He sentim en­
t a l l y  " s a lu te s "  h is  n a t iv e  la n d , compares h im se lf to  th e  sun , and an­
nounces t h a t  a  " g lo r io u s  an g e l"  f ig h t s  f o r  him ( I I I ,  i i ,  4 -6 2 ). Upon 
h e a r in g  S a l i s b u r y 's  news o f th e  lo s s  o f  many su p p o r te rs ,  R ichard  s in k s  
in to  d e s p a ir :
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Cry woe, d e s tru c t io n ,  r u in  and decay;
The w orst i s  d ea th , and d ea th  w i l l  have h i s  day.
( I l l ,  i i ,  102-103)
A moment l a t e r  R ichard  d e c la re s  h i s  in te n t io n  to  "change blows" w ith 
B olingbroke a s  h i s  "ague f i t  o f f e a r  i s  overblown" ( I I I ,  i i ,  189-190). 
T h is  f e e l in g  does n o t l a s t  lo n g , however, and R ic h a rd 's  conclud ing  
l i n e s ,  b leak  w ith  d e je c t io n , a n t ic ip a te  c le a r ly  h i s  su rre n d e r  to  B o ling­
broke :
Go to  F l i n t  c a s t l e :  th e re  I ' l l  p in e  away;
A k in g , w oe 's s la v e , s h a l l  k in g ly  woe obey.
D ischarge my fo llo w e rs : l e t  them hence away,
From R ic h a rd 's  n ig h t to  B o lin g b ro k e 's  f a i r  day.
( I l l ,  11, 209-219)
R ic h a rd 's  c h a ra c te r  i s  d e p ic te d  s im i la r ly  th ro u g h o u t th e  drama, bu t th e  
scene j u s t  d isc u sse d  b e s t  i l l u s t r a t e s  h is  s e n tim e n ta l i ty  and v a c i l l a ­
t i o n ,  th o se  t r a i t s  which l a t e r  le a d  R ichard  to  y ie ld  to  B olingbroke, 
a lth o u g h  B olingbroke has j u s t  y ie ld e d  to  R ichard . At th e  moment of 
c r i s i s  when R ichard  en co u n ters  B olingbroke in  Act I I I ,  Scene i i i ,  a  
pow erful a s s e r t io n  o f h i s  k in g sh ip  would have p o s s ib ly  r e ta in e d  th e  
crown f o r  R ichard . In s te a d  o f d e c la r in g  h is  r ig h t  o f k in g sh ip , how­
e v e r , R ichard , q u i te  s e n tim e n ta l ly , speaks a s  fo llo w s :
, .. •** •
I ' l l  g iv e  my jew els  f o r  a  s e t  o f beads,
My gorgeous p a la c e  f o r  a  h erm itage ,
My gay ap p a re l f o r  an alm sm an's gown,
My f ig u re d  g o b le ts  f o r  a  d ish  o f wood,
My s c e p tre  f o r  a  p a lm e r 's  w a lk in g - s ta f f ,
My s u b je c ts  f o r  a  p a i r  o f carved  s a in t s  
And my la rg e  kingdom f o r  a  l i t t l e  g rav e ,
A l i t t l e  l i t t l e  g rave , an obscu re  g rav e . ( I l l ,  i i i ,  147-154) 
These l i n e s ,  in d ic a t in g  th a t  R ichard  now p r e f e r s  to  p la y  th e  " ro le  o f 
a  deth roned  and d e s e r te d  k in g ," 16 a re  q u i te  c o n s is te n t  w ith  R ic h a rd 's
16H ardin  C ra ig , e d . ,  The Complete Works o f Shakespeare (Chicago, 
1951), p . 645.
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c h a ra c te r ,  in  view  of h is  e a r l i e r  b eh av io r in  th e  drama.
Although w eaknesses i n  R ic h a rd 's  c h a ra c te r  cause h is  overthrow , 
Shakespeare adds to  th e  i n e v i t a b i l i t y  o f R ic h a rd 's  f a l l  by adding p a s ­
sages o f more d e f in i t e  a n t ic ip a t io n  and fo re b o d in g . As e a r ly  a s  Act I I ,  
Scene i ,  W illoughby and Northum berland d is c u s s  th e  t r a g ic  c o n d itio n  of 
England and e f f e c t iv e ly  look f o r  weird to  R ic h a rd 's  f a t e :
W illo : "The k in g 's  grown ban k ru p t, l i k e  a  broken man."
N orth : "Reproach and d is s o lu t io n  hangeth  over h im ."
( I I ,  i ,  257-258)
A n tic ip a tin g  th e  r e tu r n  o f B olingbroke to  England, N orthum berland
s t a t e s  i n  th e  same scene:
. . . even th rough th e  ho llow  eyes o f d ea th  
I spy l i f e  p e e r in g . ( I I ,  i ,  270-271)
Images o f d ea th , g r i e f ,  and decay add to  th e  p rem onito ry  atmos­
ph ere  o f th e  p la y  and p o rten d  th e  doom of R ichard . Such images a re  e s ­
p e c ia l ly  p re v a le n t in  R ic h a rd 's  speeches in  th e  l a s t  th re e  a c ts  o f  th e  
p la y . Examples such a s  " L e t 's  t a l k  o f g rav es , o f worms and e p ita p h s"  
( I I I ,  i ,  145), "And soon l i e  R ichard  in  an e a r th y  p i t "  (IV , i ,  219), 
and "Think I am dead and th a t  even h e re  thou  t a k e s t , /  As from my d ea th ­
bed, th y  l a s t  l i v in g  le a v e "  (V, i ,  38-39) i l l u s t r a t e  R ic h a rd 's  own 
speech becoming f i l l e d  w ith  a  dark  foreknow ledge o f h i s  end. Speeches 
o f c h a ra c te r s  o th e r  than  R ichard  a ls o  c o n ta in  a tm o sp h e re -c re a tin g  
im ages. The fo llo w in g  in s ta n c e s  in d ic a te  how ex p re ss io n s  o f sorrow  
and g r ie f  b u ild  an  atm osphere o f fo reb o d in g : "For sorrow  ends n o t when
i t  seem eth done" ( I ,  i i ,  61 ); " I t  adds more sorrow  to  my want o f joy" 
( I I I ,  i i i ,  1 7 ); "D iscom fort . . . b id s  me speak of n o th in g  bu t d e sp a ir"  
( I I I ,  i i ,  65 -66 ); "Sorrow and g r ie f  o f h e a r t /  Makes him speak fo n d ly "  
( I I I ,  i i ,  185-186); and "Things p a s t  r e d re s s  a re  now w ith  me p a s t  c a re"
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( I I ,  i i i ,  171). The r e i t e r a t e d  ex p re ss io n s  o f d ea th , sorrow , and g r ie f
h e lp  to  s u s ta in  an atm osphere o f dark  p re se n tim e n ts  in  R ichard  I I .
One f u r th e r  u se  o f a n t ic ip a t io n  in  R ichard I I  can be p o in te d  to .
At th e  beg inn ing  o f Act V, Scene i i i ,  a l l  development o f c h a ra c te r  and
p lo t  c e a se s , w hile  B o lingbroke, now King Henry IV, ask s  about h is  son:
Can no man t e l l  me of my u n th r i f ty  son?
'T is  f u l l  th re e  months s in c e  I d id  see  him l a s t :
I f  any p lague  hang over u s , ' t i s  h e .
I  would to  God, my lo r d s ,  he m ight be found:
In q u ire  a t  London, 'm ongst th e  ta v e rn s  th e r e ,
For th e r e ,  th ey  say , he d a i ly  do th  f re q u e n t,
With u n re s tr a in e d  lo o se  companions,
As d is s o lu te  as  d e sp e ra te ; y e t th rough  bo th
I see  some sp ark s  o f b e t t e r  hope, which e ld e r  y ea rs
May h a p p ily  b r in g  f o r th .  (V, i i i ,  1-22)
T h is  speech has no in te g r a l  r e la t io n s h ip  to  R ichard  I I . b u t i t  does i n ­
tro d u c e  P r in c e  H al, l a t e r  King Henry V, w ith  whom th e  r e s t  o f th e  h i s ­
t o r i c a l  t e t r a lo g y  i s  concerned . The K in g 's  l a s t  words in  th e  above 
speech a n t ic ip a te  th e  re fo rm a tio n  o f P r in c e  Hal which i s  o f c e n tr a l  
concern  in  bo th  p a r t s  o f Henry IV .
Of a l l  o f th e  h is to r y  p la y s ,  R ichard  I I  perhaps shows th e  most 
e f f e c t iv e  use  o f fo reshadow ing . Although th e re  a re  some d i r e c t  proph­
e c ie s  and w arnings i n  th e  drama, most o f  th e  a n t ic ip a to ry  dev ices  
m erely  ex p ress  f e a r s  and u n c e r ta in t ie s  w ithou t naming th e  consequences. 
The '.'choric" scen es , th e  e x p re ss io n s  o f u n d ire c te d  fo reb o d in g , and th e  
im ages o f d ea th , sorrow , and g r ie f  c o n tr ib u te  h e a v ily  to  th e  complex 
developm ent and s u s te n t io n  of a  dark  atm osphere which g iv e s  a  f e e l in g  
o f impending d i s a s t e r .  R ichard  I I . be ing  a  somewhat d i f f e r e n t  type of 
h i s to r y  from  any o f th e  o th e r s ,  e f f e c t iv e ly  u se s  a  more s u b tle  and a  
more r e f in e d  type  o f foreshadow ing.
4 5
1. and 2 Henrv IV
Going from R ichard  I I  to  th e  two p a r t s  o f  Henry IV. we move from 
a  p la y  o f p e rso n a l tra g ed y  to  dramas o f p o l i t i c a l  and m a r tia l  c o n f l i c t s .  
Because o f th e  d if f e r e n c e s  i n  n a tu re  and pu rposes between R ichard  I I  
and th e  Henrv th e  F o u rth  p la y s , th e  foreshadow ing in  th e  l a t t e r  p la y s  
p la c e s  l e s s  im portance upon th e  a tm o sp h e re -c re a tin g  ex p re ss io n s  o f un­
d ire c te d  fo reb o d in g . Thus, th e  foreshadow ing in  th e  Henrv th e  F ourth  
p la y s  i s  g e n e ra lly  more e x p l i c i t  th a n  in  th e  e a r l i e r  w r i t te n  h i s t o r i e s .
W ith an E liz a b e th a n  lo v e  o f double p l o t s ,  Shakespeare develops 
two im p o rtan t c o n f l i c t s  th ro u g h o u t th e  two p a r t s  o f  Henrv IV. The p r i ­
mary c o n f l ic t  i s  a  m i l i ta r y  one, concern ing  i t s e l f  w ith  th e  m i l i ta ry  
outcome o f th e  f o rc e s  o f th e  King a g a in s t  th o se  o f th e  r e b e l s .  The 
secondary  c o n f l ic t  c e n te r s  upon P r in c e  Hal and th e  q u e s tio n  w hether he 
w i l l  c o n tin u e  h i s  l i f e  o f escapism  o f fe re d  by a  ta v e rn  and h i s  " lo o se  
companions" o r  w i l l  fo llo w  th e  w ishes o f h i s  f a th e r  and become a  brave 
and d u t i f u l  k in g . By means o f  a n t ic ip a t io n  and fo reb o d in g , Shakespeare 
in d ic a te s  th e  ev e n tu a l outcome o f each o f th e s e  c o n f l i c t s .
S ince  th e  re s o lv in g  of bo th  o f th e se  c o n f l i c t s  depends upon 
P r in c e  H a l 's  re fo rm a tio n , S h a k e sp ea re 's  foreshadow ing o f H a l 's  u l t im a te  
tra n s fo rm a tio n  i s  o f prim e im portance . Fo llow ing  h i s  u su a l a r t i s t i c  
p r a c t ic e  o f never keep ing  a  s e c re t  from h i s  aud ien ce , Shakespeare, as 
e a r ly  a s  Act I ,  Scene i i ,  has  P r in c e  Hal ex p re ss  h is  p e rso n a l in te n ­
t io n s  f o r  th e  f u tu r e :
I  know you a l l ,  and w i l l  aw hile  uphold  
The unyoked humour o f your id le n e s s :
Yet h e re in  w i l l  I  im ita te  th e  sun,
Who do th  p e rm it th e  base  co n tag io u s  c louds 
To sm other up h i s  beau ty  from  th e  w orld,
T h a t, when he p le a s e  a g a in  to  be h im se lf ,
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Being w anted, he may be more wonder’d a t ,
By b reak in g  th rough  th e  fo u l  and u g ly  m is ts  
Of vapours t h a t  d id  seem to  s tr a n g le  him.
So, when t h i s  lo o se  behav iou r I throw  o f f  
And pay th e  d eb t I never prom ised,
By how much b e t t e r  th an  my word I  am,
By so much s h a l l  1 f a l s i f y  m en's hopes;
And l i k e  b r ig h t  m etal on a  s u l le n  ground,
My re fo rm a tio n , g l i t t e r i n g  o ’e r  my f a u l t ,
S h a ll  show more goodly and a t t r a c t  more eyes 
Than th a t  which h a th  no f o i l  to  s e t  i t  o f f .
I ' l l  so o ffe n d , to  make o ffe n c e  a  s k i l l ;
Redeeming tim e when men th in k  l e a s t  1 w i l l .
( 1 H . IV, I ,  i i ,  218-240)
T h is  so lilo q u y  o f H a l 's  has been c i t e d  v ery  f re q u e n tly  as  i t  i s  p robab ly  
th e  most c o n tro v e rs ia l  passage of th e  h is to r y  p la y s . In  a  fo o tn o te  to  
t h i s  p assag e , H ardin  C ra ig  p o in ts  o u t th e  r a th e r  d iv e rse  c r i t i c a l  c l i ­
mate of H a l 's  speech : "Some c o n s id e r  P r in c e  Hal a  p r ig ;  o th e rs  say
t h a t  he, l i k e  h i s  f a th e r ,  i s  a  schem er, o r  th a t  he makes a  lame a ttem pt 
to  convince h im se lf  th a t  he i s  j u s t i f i a b l e . " 17 O ther c r i t i c s ,  however, 
n o t ic e  th e  a n t ic ip a to ry  q u a l i ty  o f t h i s  p assag e . F or example, H azelton  
Spencer speaks o f H a l 's  speech a s  a  d ram atic  conven tion : "Shakespeare
i s  re a s s u r in g  th e  aud ience; Hal i s  no b l in d  debauchee; he w i l l  show h is  
t r u e  c o lo rs  in  h i s  own good t im e ." 18 S im ila r ly ,  H ard in  C ra ig  s t a t e s :  
"The t r u t h  o f th e  m a tte r  i s  t h a t  H a l 's  so lilo q u y  i s  a  speech addressed  
by th e  a u th o r  to  th e  aud ience in  o rd e r  to  inform  them and s e t  them 
r i g h t . " 19 L a te r  r e fe re n c e s  to  H a l 's  tra n s fo rm a tio n  and h i s  a c tu a l  r e f ­
orm ation  make i t  q u i te  c le a r  th a t  t h i s  so lilo q u y  should  be accep ted
17C ra ig , The Complete Works o f S hakespeare , p . 679.
1®Hazelton S pencer, The A rt and L ife  o f W illiam  Shakespeare 
(New York, 1940), p . 189.
H ardin  C ra ig , An I n te r p r e ta t io n  o f Shakespeare (New York, 
1948), p . 137.
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p r im a r i ly  a s  a n t ic ip a t io n .
The q u es tio n  o f  H a l’s f u tu r e  i s  f re q u e n tly  r a i s e d .  T h is  theme 
began in  R ichard  I I  when B olingbroke asked , "Can no man t e l l  me of my 
u n th r i f ty  son?" (V, i i i ,  1 ) .  King Henry IV co n tin u es  to  ex p ress  concern  
f o r  Hal th roughou t bo th  p a r t s  o f Henrv IV. Speaking to  H al, th e  King 
sa y s :
The hope and e x p e c ta tio n  o f th y  tim e 
I s  r u in ’d , and th e  so u l o f  every  man 
P ro p h e tic a lly  doth  fo re th in k  th y  f a l l .
(1 H. IV , I I I ,  i i ,  36-38)
Not too  much suspense i s  engendered by such co n cern s, f o r  th e  aud ience , 
knowing o f H a l 's  prom ise to  reform , does n o t tak e  th e  K in g 's  prem oni­
t io n s  s e r io u s ly .  I n  th e  in te rv ie w  w ith  h i s  f a th e r ,  P r in c e  Hal r e s t a t e s  
h i s  prom ise o f re fo rm a tio n  and a d d i t io n a l ly  p o in ts  to  h is  d e fe a t  of 
H otspur a t  th e  b a t t l e  o f Shrewsbury:
I w i l l  redeem a l l  t h i s  on P e rc y 's  head 
And in  th e  c lo s in g  o f some g lo r io u s  day 
Be bold  to  t e l l  you th a t  I am your son .
(1 H. IV, I I I ,  i i ,  132-134)
T hat Hal w i l l  reform  and become a noble le a d e r  i s  r e in fo rc e d  by speeches
from  o th e r  c h a ra c te r s  in  bo th  p a r t s  o f Henrv IV. Vernon, a  f r i e n d  of
H o ts p u r 's ,  who spoke as  no t r a i t o r  would speak in  p r a is e  o f h i s  enemy,
say s:
. . . b u t l e t  me t e l l  th e  w orld,
I f  he o u t l iv e  th e  envy o f t h i s  day,
England d id  never owe so sw eet a  hope,
So much m isconstrued  in  h i s  w antonness.
<1 &• IV, V, i i ,  66-69)
L a te r ,  i n  answer to  Henry th e  F o u r th 's  ch arg es a g a in s t  P r in c e  H al, War­
wick ex p re sse s  h is  b e l i e f  thait Hal w i l l  reform  and become a  good k in g :
The p r in c e  w i l l  i n  th e  p e r fe c tn e s s  o f tim e 
C ast o f f  h i s  fo llo w e rs ; and t h e i r  memory 
S h a ll  as  a  p a t te r n  o r  a  m easure l i v e ,
48
By which h i s  g race  must mete th e  l i v e s  o f o th e r s ,
Turning p a s t  e v i l s  to  ad v an tag es . (2 H. IV, IV, iv ,  74-78)
The f u l f i l lm e n t  o f  th e se  p re d ic t io n s  may be seen  in  a  speech in  Act I ,  
Scene i  o f  Henrv V in  which th e  A rchbishop o f C anterbury  su p p lie s  th e  
background m a te r ia l  f o r  th e  drama by r e c a p i tu la t in g  th e  developm ent of 
P r in c e  H al, now King Henry V.
C lo se ly  connected  w ith  th e  u l t im a te  reform  o f P r in c e  Hal i s  h i s  
r e la t io n s h ip  w ith  F a l s t a f f . A lthough th e  obese F a l s t a f f  i s  ad m itted ly  
a most a p p ea lin g  c h a ra c te r ,  i t  i s  r a th e r  obvious t h a t  P r in c e  H al, in  
o rd e r  to  be th e  model k ing  i n  Henrv V, must r e j e c t  F a l s t a f f  and th e  
c a r e f r e e  l i f e  he e x e m p lif ie s . By means o f a n t ic ip a t io n  th ro u g h o u t th e  
Henrv th e  F o u rth  p la y s , th e  aud ience i s  p rep ared  f o r  th e  a c tu a l  r e j e c ­
t i o n  o f F a l s t a f f  in  2 Henrv IV . Act V, Scene v .
Leo Kirschbaum20 and P au l A ldus21 p o in t  o u t t h a t  F a l s t a f f 's  r e j e c ­
t i o n  i s  foreshadow ed in  th e  i n i t i a l  scene in  which Hal and F a l s t a f f  ap­
p e a r , Act I ,  Scene i i  o f 1, Henry IV . A ccording to  th e se  c r i t i c s ,  F a l ­
s t a f f  i s  a ttem p tin g  to  g e t  a ssu ran ce  t h a t  he and h i s  conduct w i l l  be 
p ro te c te d  when Hal becomes K ing. For in s ta n c e ,  F a l s t a f f  a sk s:
S h a ll th e r e  be gallow s s ta n d in g  i n  England when thou  a r t  
k ing? and r e s o lu t io n  th u s  fobbed a s  i t  i s  w ith  th e  r u s ty  cu rb  
of o ld  f a th e r  a n t ic  th e  law? Do n o t th o u , when thou a r t  k in g , 
hang a  t h i e f .  ( I ,  i i ,  67-70)
F a l s t a f f ,  however, never re c e iv e s  th e  a ssu ran ce  from  Hal th a t  he w ishes.
P r in c e  Hal makes i t  q u i te  c le a r  to  F a l s t a f f  t h a t  a  l i f e  o f crim e can
le a d  one on ly  to  th e  g a llo w s, t h a t  th e  rew ard o f crim e i s  d is s o lu t io n
20Leo Kirschbaum , ’’Demotion o f F a l s t a f f , "  PQ, XLI (Jan u ary ,
1962), 58-60 .
21P au l A. A ldus, "A n alo g ica l P ro b a b il i ty  in  S hakespeare’ s P la y s ,"  
S3, VI (Autumn, 1955), 397-414.
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r a th e r  th an  prom otion . Each q u e s tio n  o f F a l s ta f f * s  re g a rd in g  h i s  f u ­
tu r e  s a fe ty  i s  answered by a  re fe re n c e  to  th e  g a llo w s. P r in c e  H a l 's  
s o li lo q u y , examined p re v io u s ly , comes j u s t  a f t e r  F a l s t a f f  le a v e s  th e  
stage i n  t h i s  scen e . In  h is  s o li lo q u y , Hal "pronounces h is  knowledge 
o f h is  p re se n t companions and of what th ey  a re  w o r th ." 22
F a ls ta f f * s  dem otion i s  a lso  foreshadow ed i n  Act I I ,  Scene iv  o f 
1, Henrv IV in  which Hal and F a ls ta f f * s  " p la y -w ith in -a -p la y "  ap p ea rs . 
Because o f th e  r e b e l l io n  le d  by th e  P e rc ie s ,  Hal i s  c a l le d  in to  c o u r t 
to  t a lk  w ith  h i s  f a th e r .  B efore Hal goes, however, F a l s t a f f  su g g es ts  
t h a t  th ey  have a  mock in te rv ie w  so th a t  th e  P r in c e  may " p r a c t i s e  an 
answ er" f o r  h i s  p a s t  b eh av io r. The scene beg ins w ith  F a l s t a f f 's  p la y ­
in g  th e  r o le  o f  th e  k in g , bu t midway in  t h i s  mock in te rv ie w  th ey  ex­
change r o le s  and F a l s t a f f  p la y s  H a l. Throughout t h i s  scene th e  though t 
o f banishm ent i s  c o n s ta n tly  on F a l s ta f f * s  mind. F a l s t a f f 's  l i n e s ,  
"There i s  v i r tu e  in  th a t  F a l s t a f f :  him keep w ith , th e  r e s t  ban ish "
( I I ,  i v ,  474-475) and "Depose me? i f  thou  d o s t i t  h a lf  so g ra v e ly , so 
m a je s t ic a l ly ,  . . . hang me up by th e  h e e ls  f o r  a  r a b b i t- s u c k e r  o r  a  
p o u l t e r 's  h a re"  ( I I ,  iv ,  479-481), in d ic a te  h is  co ncern . F in a l ly ,  t o ­
ward th e  c lo se  o f t h i s  " p la y -w ith in -a -p la y ,"  F a l s ta f f  s t a t e s :
No, my good lo rd ;  b an ish  P e to , b an ish  B ardolph, b a n ish  
P o in s; b u t f o r  sweet Jack F a l s t a f f ,  k in d  Jack F a l s t a f f , t ru e  
Jack  F a l s t a f f ,  v a l ia n t  Jack  F a l s t a f f ,  and th e re fo re  more v a l­
i a n t ,  b e in g , a s  he i s ,  o ld  Jack  F a l s t a f f ,  b an ish  n o t him thy  
H a rry 's  company, b an ish  n o t him th y  H a r ry 's  company: ban ish
plump Jack , and ban ish  a l l  th e  w orld . ( I I ,  iv ,  521-527)
Now p lay in g  th e  r o le  o f th e  King, P r in c e  Hal r e p l ie s :  " I  do, I  w i l l"
( I I ,  iv ,  528). In  a d d it io n  to  foreshadow ing th e  fu tu r e  r e j e c t i o n  o f
F a l s t a f f , th e  " p la y -w ith in -a -p la y "  a ls o  p re f ig u re s  th e  l a t e r  in te rv ie w
o f P r in c e  Hal and h i s  f a th e r .
22T i l ly a r d ,  S h ak esp ea re 's  H is to ry  P la v s . p . 264.
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P r in c e  H a l 's  le a v in g  th e  ta v e rn  and going tow ard Shrewsbury seem
to  make a  d e f in i t e  break  in  h i s  c lo s e  r e la t io n s h ip  w ith  F a l s t a f f .  Here'
a f t e r ,  P r in c e  Hal t r e a t s  F a l s t a f f  w ith  an in c re a s in g  detachm ent. When 
F a l s t a f f  appears  a t  th e  co u n c il o f war in  Act V, h is  s o le  a ttem p t a t  
humor i s  c u t sh o rt by th e  P r in c e  w ith  "peace, chew et, peace  I" 33 L a te r  
th e  P r in c e  ask s  F a l s t a f f ,  "What, i s  i t  a  tim e to  j e s t  and d a l ly  now?"
(1. H. IV, V, i i i ,  5 8 ) . Thus, by means of v a ry in g  d e v ic e s  Shakespeare 
p re p a re s  f o r  th e  u l t im a te  r e j e c t io n  o f F a l s t a f f .
The e x te rn a l  c o n f l i c t  i n  both  p a r t s  o f Henrv IV i s  th e  o p p o s itio n  
o f th e  fo rc e s  o f th e  King to  th o se  o f th e  r e b e l s .  In  th e  f i r s t  p a r t  o f 
Henrv IV Shakespeare foreshadow s th e  o u tb reak  of th e  c o n f l i c t ,  th e  b a t­
t l e  between P rin c e  Hal and H otspur, and th e  outcome o f th e  c o n f l i c t . ;•
The c o n f l i c t  between th e  King and th e  r e b e ls  has i t s  beg inn ing  in
Act I ,  Scene i i i ,  1. Henrv IV. At th e  beg inn ing  of t h i s  scene, King 
Henry IV, q u ite  in cen sed  a t  H o tsp u r 's  r e f u s a l  to  tu rn  over c e r t a in  
p r is o n e r s  to  him, prom ises to  d ea l w ith  N orthum berland, W orcester, and 
H otspur w ith  l e s s  p a t ie n c e . R ecognizing p o te n t ia l  enemies in  th e se  
men, King Henry warns:
. . . b u t be su re
I  w i l l  from  h e n c e fo rth  r a th e r  by m y se lf,
M ighty and to  be f e a r 'd ,  th en  my c o n d itio n ;
Which h a th  been smooth a s  o i l ,  s o f t  as  young down,
And th e re fo re  l o s t  t h a t  t i t l e  o f r e sp e c t
Which th e  proud so u l n e 'e r  pays b u t to  th e  proud.
( I ,  i i i ,  4 -9)
When W orcester q u e s tio n s  him about h i s  s ta te m e n t, King Henry say s:
W orcester, g e t th ee  gone; f o r  I  do see 
Danger and d iso b ed ien ce  in  th in e  eye:
O, s i r ,  your p resen ce  i s  to o  bo ld  and perem ptory .
( I ,  i i i ,  15-17)
23H arold J e n k in s , The S tru c tu r a l  Problem in  S hakespeare ' s  Henrv
th e  F o u rth  (London, 1956), p . 19.
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When Henry IV le a v e s , th e  P e rc ie s  t a l k ,  d isc u s s  t h e i r  d is c o n te n t ,  and 
p la n  t h e i r  r e b e l l io n .  H o tsp u r’ s l i n e s ,  "But I w i l l  l i f t  th e  dow n-trod 
M ortim er/ As h igh  in  th e  a i r  as  t h i s  u n th an k fu l k ing" ( I ,  i i i ,  135-136), 
seem to  mark th e  beg inn ing  of th e  a c tu a l  r i f t .  The r e s t  o f th e  scene 
e x p l i c i t l y  inform s th e  aud ience of th e  r e b e l s ' p la n s  f o r  th e  r e b e l l io n .
Although th e  f i n a l  outcome of th e  r e b e l l io n  i s  n o t seen  u n t i l  
2 Henrv IV. th e  en co u n ter o f  P rin c e  Hal and H otspur se rv e s  as th e  h igh  
p o in t o f  i n t e r e s t  in  1. Henrv IV . In  th e  opening scene o f th e  drama, 
King Henry IV in d i r e c t ly  p re p a re s  f o r  th e  H otspur-H al c o n f l i c t  by com­
p a r in g  h i s  son w ith  H otspur:
Yea, th e re  thou makest me sad and m akest me s in  
In  envy th a t  my Lord N orthum berland 
Should be th e  f a th e r  to  so b l e s t  a  son,
W h ils t I ,  by lo o k in g  on th e  p r a is e  o f him,
See r i o t  and d ishonour s t a i n  th e  brow
Of my young H arry . ( I ,  i ,  78-86)
Again, in  th e  King Henry IV—P rin c e  Hal in te rv ie w , th e  King p r a is e s  
H otspur ( I I I ,  i i ,  126-128). Answering h i s  f a th e r ,  Hal r e p l i e s  th a t  he 
w i l l  ta k e  from H otspur "every  honour s i t t i n g  on h i s  helm" ( I I I ,  i i ,
142) and w il l  "exchange" H o tsp u r 's  "G lo rio u s  deeds f o r  my in d ig n i t i e s "  
( I I I ,  i i ,  145-146). The P r in c e 's  words a t  th e  co n c lu s io n  o f Act I I I  
e x p l i c i t l y  p o in t  to  h i s  u l t im a te  m eeting w ith  H otspur:
. . . P ercy  s ta n d s  on h ig h ;
And e i t h e r  we o r  th ey  must low er l i e .  ( I l l ,  i i i ,  226-227)
H o tspu r, to o , foreshadow s th e  in e v i ta b le  en co u n te r:
. . . Come, l e t  me t a s t e  my h o rse ,
Who i s  to  b ea r me l ik e  a  th u n d e rb o lt 
A gainst th e  bosom of th e  P r in c e  o f W ales:
H arry  to  H arry  s h a l l ,  h o t h o rse  to  h o rse ,
Meet and n e 'e r  p a r t  t i l l  one drop down a  c o rs e .
(IV , i ,  119-123)
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J u s t  b e fo re  th e  a c tu a l  b a t t l e  between th e  two com batants, we a re  r e ­
minded of th e  above speeches:
Two s t a r s  keep no t t h e i r  m otion in  one sp h ere ;
Nor can  one England brook a  double re ig n ,
Of H arry P ercy  and th e  P r in c e  o f W ales. (V, iv ,  65-67)
Thus, th e  h an d -to -h an d  f ig h t  between P r in c e  Hal and H otspur i s  ade­
q u a te ly  a n t ic ip a te d .
The outcome of th e  B a t t le  o f Shrewsbury i s  a ls o  foreshadow ed in  
1 Henrv IV . At th e  beg inn ing  o f Act I I ,  Scene i i i ,  f o r  in s ta n c e , Hot­
spu r e n te r s  w hile re a d in g  a  l e t t e r .  P ro v id in g  somewhat th e  same f o r e ­
boding f e e l in g s  as  would a  "c h o ric "  scen e , th e  unknown w r i te r  o f th e  
l e t t e r  e x p re sse s  f e a r s  to  H otspur t h a t  th e  r e b e l l io n  w il l  n o t be suc­
c e s s f u l .  The l e t t e r  re ad s  i n  p a r t  a s  fo llo w s :
The purpose you u n d ertak e  i s  dangerous; th e  f r ie n d s  you 
have named u n c e r ta in ;  th e  tim e i t s e l f  u n so rte d ; and your 
whole p lo t  to o  l i g h t  f o r  th e  c o u n te rp o ise  o f so g re a t  an 
o p p o s it io n . ( I I ,  10-13)
When H otspur, W o rcester, M ortim er, and Glendower g a th e r  to g e th e r  to  d i ­
v id e  England in to  th r e e  s e c t io n s ,  th ey  argue over th e  d iv is io n ,  th u s  
p re f ig u r in g  l a t e r  d iv is io n s  among th em selv es . The im p atien ce  of Hot­
spu r in  t h i s  scene a ls o  fo reb o d es  i l l  su ccess  f o r  th e  c o n s p ir a to r s .  
A d d itio n a l fo reb o d in g  i s  g iven  in  th e  " c h o ric "  scene o f Act IV, Scene 
iv ,  th e  o n ly  " c h o ric "  scene i n  e i th e r  p a r t  o f Henrv IV . In  t h i s  scene 
th e  A rchbishop o f York, h im se lf  one o f th e  c o n s p ira to r s  o f 2 Henrv IV . 
i s  d is c u s s in g  th e  upcoming b a t t l e  a t  Shrewsbury w ith  S ir  M ichael. The 
A rchbishop say s:
The k in g  w ith  m ighty and q u ic k - ra is e d  power
Meets w ith  Lord H arry : and, I  f e a r ,  S i r  M ichael,
What w ith  th e  s ic k n e ss  o f N orthum berland,
Whose power was in  th e  f i r s t  p ro p o rtio n ,
And what w ith  Owen Glendower*s absence th en ce ,
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I  f e a r  th e  power o f P ercy  i s  too  weak
To wage an in s t a n t  t r i a l '  w ith  th e  k in g . (IV , iv ,  12-20)
The v ic to ry  o f th e  fo rc e s  o f th e  k ing  over th o se  o f H otspur i s  th e  f u l ­
f i l lm e n t  o f th e  A rch b ish o p 's  f e a r s  and p rem o n itio n s .
On th e  whole, th e  foreshadow ing i n  th e  two p a r t s  o f  Henry IV r e ­
l i e s  more on d i r e c t  and e x p l i c i t  a n t ic ip a t io n  than  do e i th e r  R ichard
I I I  o r  R ichard  I I . However, th e re  a re  two s t r ik in g  exam ples o f u n d i­
re c te d  fo reb o d in g  in  2 Henrv IV. In  th e  f i r s t  o f th e s e  exam ples, Lord 
Mowbray, th e  son o f Thomas Mowbray, Duke o f N o rfo lk , becomes an agen t 
o f  fo reb o d in g  when, s h o r t ly  b e fo re  th e  A rchb ishop 's  tro o p s  a re  d isp e rse d  
a t  John o f L a n c a s te r 's  re q u e s t ,  he say s:
You wish me h e a l th  in  very  happy season;
F or I am, on th e  sudden, som ething i l l .  (IV , i i ,  79-80)
The j u s t i f i c a t i o n  f o r  Mowbray's fo reb o d in g  i s  shown when L a n c a s te r , 
q u i te  d e c e i t f u l ly ,  o rd e rs  th e  c o n s p ira to r s  execu ted .
In  th e  second example fo reb o d in g  i s  employed j u s t  b e fo re  th e  d ea th  
o f King Henry IV by a  l i s t i n g  o f t r a d i t i o n a l  omens which were b e liev ed  
to  p reced e  th e  d ea th  o f k in g s . I n  Act IV, Scene iv ,  th e  Dukes o f C la r ­
ence and G lo u c e s te r , sons o f Henry IV, r e f e r  to  th e  ominous s ig n s :
G lou: "The peop le  f e a r  me; f o r  th ey  do observe
U n fa th e r 'd  h e i r s  and lo a th ly  b i r th s  o f n a tu re :
The seasons change t h e i r  m anners, as  th e  year 
Had found some months a s le e p  and le a p 'd  them o v e r ."
C la r: "The r iv e r  h a th  t h r i c e  f lo w 'd ,  no ebb between;
And th e  o ld  f o lk ,  t im e 's  d o tin g  c h ro n ic le s ,
Say i t  d id  so a  l i t t l e  tim e b e fo re
That our g r e a t-g ra n d s ir e ,  Edward, s ic k 'd  and d ie d ."
(IV , iv ,  121-128)
G lo u c e s te r 's  "T h is apoplexy w il l  c e r t a in  be h is  Gflenry th e  F o u r th 's ]  
end" (IV , iv ,  130) s p e c i f i c a l ly  f o r e t e l l s  what th e  su p e rn a tu ra l  ev en ts  
p o r te n d .
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In  a d d it io n  to  u s in g  foreshadow ing w ith in  th e  in d iv id u a l  p la y s , 
Shakespeare u se s  th e  a n t ic ip a to ry  comment in  th e  t o t a l  t e t r a lo g y  to
c lo se  th e  in d iv id u a l  p lay s  w hile p o in tin g  to  an a c t io n  in  th e  nex t
p la y . As in  th e  o th e r  t e t r a lo g y ,  such a  u se  o f  a n t ic ip a t io n  l in k s  th e  
a c t io n  o f one p la y  to  th e  one which fo llo w s  i t .  For in s ta n c e ,  th e  p lay  
R ichard  I I  i s  c lo se d  by Henry B o lingbroke, now King Henry IV, say in g :
I ' l l  make a  voyage to  th e  Holy Land
To wash t h i s  blood o f f  from my g u i l ty  hand. (V, v i ,  49-50)
H en ry 's  in te n t io n s  o f going to  th e  Holy Land a re  f r u s t r a t e d  by th e
I r i s h  u p ris in g :' in  th e  opening scene o f 1. Henrv IV . By th e  c lo se  o f
JL Henrv IV s e v e ra l  o f th e  re b e ls  a re  overthrow n, bu t s e v e ra l  rem ain a t
la r g e .  T h e re fo re , 1. Henrv IV i s  concluded w ith  th e  K in g 's  announcing
th e  d iv is io n  o f th e  E n g lish  tro o p s :
You, son John, and my co u sin  W estmoreland
Towards York s h a l l  bend you w ith  your d e a re s t  speed ,
To meet N orthum berland and th e  p r e la t e  Scroop,
M yself and you, son H arry , w i l l  tow ards W ales,
To f i g h t  w ith  Glendower and th e  E a rl o f March. (V, v , 35-40)
2 Henrv IV . as would be exp ec ted , i s  p r im a r i ly  concerned w ith  conquer­
in g  th e  r e b e ls  and t h e i r  f o r c e s .  The d iv is io n  announced a t  th e  c lo se  
o f 1. Henrv IV i s  s p e c i f i c a l ly  r e f e r r e d  to  f iv e  tim es in  th e  f i r s t  a c t  
o f  2 Henrv IV ( I ,  i ,  131-135; I ,  i i ,  71-74; I ,  i i ,  117-119; I ,  i i ,  
227-230; and I ,  i i i ,  8 1 -8 3 ). John o f L an caste r  c lo se s  2 Henrv IV w ith  
th e s e  words:
I w i l l  la y  odds t h a t ,  e re  t h i s  y ea r e x p ire , .
We b ea r o u t c i v i l  swords and n a t iv e  f i r e
As f a r  a s  F ran ce . (V, v , 111-113)
Henrv V, whose c e n t r a l  c o n f l i c t  i s  th e  conquest o f F ran ce , opens w ith  
p re p a ra t io n s  be in g  made to  go to  F ran ce . An E pilogue c lo s e s  Henrv V 
w ith  l i n e s  which r e f e r  to  th e  r e ig n  o f Henry VI a s  i t  i s  to ld  i n  th e
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e a r l i e r  w r i t te n  t e t r a lo g y  which i s  concerned w ith  th e  War of th e  Roses:
And o f i t  l e f t  h i s  son im p e ria l lo rd .
Henry th e  S ix th , in  in f a n t  bands crow n'd King 
Of F rance and England, d id  t h i s  k ing  succeed;
Whose s t a t e  so manly had th e  managing,
That th ey  l o s t  F rance and made h is  England b le e d .
("E p ilo g u e ,"  l in e s  8-12)
S hakespeare ' s u se  o f a n t ic ip a t io n  to  l in k  th e  a c t io n  o f one p lay  to  
t h a t  o f an o th er a id s  in  th e  u n ity  o f th e  whole te t r a lo g y  and indeed  
l in k s  th e  two t e t r a lo g i e s  in to  a  l a r g e r  u n i ty .
I t  may be re p e a te d  th a t  th e  foreshadow ing in  1. and 2 Henrv IV i s  
r a th e r  d i f f e r e n t  from th a t  o f th e  e a r l i e r  w r i t te n  h i s t o r i e s .  To a  
la r g e  e x te n t th e  o th e r  p la y s  o f bo th  t e t r a lo g i e s  a re  developed as t r a g ­
e d ie s .  Tragedy by i t s  n a tu re  in v o lv e s  more use  o f fo reb o d in g . The two 
p a r t s  o f Henrv IV and Henrv V, u n lik e  them, have a  la rg e  comic elem ent 
and r e p re s e n t  a  r i s e  to  trium ph o f E n g lan d 's  most p o p u la r and perhaps 
id e a l  k in g . The t r a g ic  elem ent i s  no lo n g er paramount a t  a l l .  T h is  
would go a  long  way to  account f o r  th e  f a c t  th a t  i n  them a n t ic ip a t io n  
r a th e r  th a n  fo reb o d in g  predom inates in  foreshadow ing a s  i t  i s  u sed .
In  summary, th e  h is to r y  p la y s  p ro v id e  a  v a lu a b le  means f o r  t r a c ­
in g  S hakespeare ' s developm ent in  m aste rin g  th e  d ram atic  d ev ices  o f an­
t i c i p a t i o n  and fo reb o d in g . As a  b eg in n e r, Shakespeare d id  n o t f u l l y  
e x p lo i t  th e  l a t e n t  p o s s i b i l i t i e s  o f foreshadow ing . In  th e  th re e  p a r t s  
o f Henrv VI, f o r  example, S h ak esp ea re 's  main u se  o f a n t ic ip a to ry  p a s ­
sag es  i s  to  announce a s  e x p l i c i t l y  a s  p o s s ib le  th e  d i r e c t io n  o f f u tu r e  
a c t io n  and th e  subsequent outcome. D evices used  a re  r e l a t i v e ly  obvious 
and th e  u se  made o f them i s  r e l a t iv e ly  s im ple .
W ith th e  ex ce p tio n  o f th e  Henrv th e  F o u rth  p la y s , l a t e r  h i s t o r i e s  
show Shakespeare d isc o v e rin g  new e x p re ss io n s  o f foreshadow ing which a re
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more s u b tle  and l e s s  e x p l i c i t  th an  th e  e a r l i e r  p la y s .  R ichard  I I I . f o r  
In s ta n c e , In tro d u c e s  u n d ire c te d  fo reb o d in g  In  th e  scene where th e  anon-* 
ymous c i t i z e n s  g a th e r  in  th e  s t r e e t  and s t a t e  t h e i r  p re se n tim e n ts . An­
t i c i p a t i o n  by developm ent o f c h a ra c te r  and by th e  c h a r a c t e r 's  a c tio n s  
i s  used  f o r  th e  f i r s t  tim e i n  R ichard  I I I . D ram atic iro n y  a s  a  f o r e ­
shadowing tech n iq u e  i s  a ls o  in tro d u c e d  i n  t h i s  p la y . In  King John 
o th e r  new ty p es  o f foreshadow ing a re  p re se n te d ; C o n s ta n c e 's  f re q u e n t 
r e fe re n c e s  to  d ea th , sorrow , and g r i e f ,  a lthough  n o t a c tu a l  a n t ic ip a ­
to ry  p h ra se s , c r e a te  atm osphere and fu rn is h  th e  a p p ro p r ia te  f e e l in g  of 
gloom. A lso, th e  B a s ta rd 's  s im ile  b eg inn ing  w ith  "and v a s t  co n fu sio n  
w a its"  in d ic a te s  S h ak e sp e a re 's  u se  o f p o e tic  im agery f o r  a n t ic ip a to ry  
p u rp o ses . Although R ichard  I I  does n o t in tro d u c e  any new form s o f fo re ' 
shadowing, i t  does e n la rg e  th e  scope f o r  which foreshadow ing can be 
e f f e c t iv e ly  u sed . Here f o r  th e  f i r s t  tim e a n t ic ip a to ry  d ev ic e s  con­
t r i b u t e  to  th e  o v e r a l l  atm osphere and t o t a l  d ram atic  im pact.
In  th e  l a t e r  h is to r y  p la y s , th e  e x p l i c i t  announcement o f coming 
e v e n ts  i s  u s u a lly  re p la c e d  w ith  a  more in d i r e c t  and su g g e s tiv e  fo reb o d ­
in g ; foreshadow ing becomes more c lo s e ly  lin k e d  w ith  o th e r  p a r t s  o f th e  
drama. Becoming a  more v i t a l  p a r t  o f th e  drama, foreshadow ing c o n tr ib ­
u te s  to  a  f e e l in g  o f su sp en se , to  s t r u c tu r a l  u n i ty ,  and to  th e  develop­
ment o f p l o t .  The v a r io u s  ty p e s  o f foreshadow ing observed  in  th e  h i s ­
to ry  p la y s  may be tra c e d  th roughou t S h ak esp ea re 's  t r a g e d ie s  a s  w e ll. 
However, s in c e  th e  a n t ic ip a to ry  d ev ices  a re  g e n e ra lly  used  more sim ply 
and d i r e c t ly  in  S h ak e sp e a re 's  e a r ly  p la y s , th e  h i s t o r i e s  p ro v id e  a  v a l ­
u a b le  in tro d u c tio n  to  th e  l a t e r  exam ination  o f S h ak esp ea re 's  t r a g e d ie s .
CHAPTER I I I
TRAGEDIES
P r a c t ic a l ly  a l l  of th e  foreshadow ing d ev ices  c i t e d  in  th e  p re ­
v io u s  c h a p te r  a re  re p e a te d  in  th e  t r a g e d ie s .  F o r in s ta n c e , p ro p h e c ie s , 
omens, dreams, p rem o n itio n s , and g h o s ts  appear i n  S h ak esp e a re 's  m ature 
t r a g e d ie s .  However, as  one would e x p e c t, th e  t r a g e d ie s ,  i n  r e p re s e n t­
in g  S h ak esp ea re 's  h ig h e s t  d ram atic  a r t ,  g e n e ra lly  d is p la y  a  more e f f e c ­
t i v e  use  o f a n t ic ip a t io n .
On th e  whole, foreshadow ing i n  th e  t r a g e d ie s  i s  more s u b tle  and 
more c lo s e ly  in te g ra te d  w ith  th e  a c t io n  th an  in  th e  h i s t o r i e s .  The 
p ro g re s s iv e  tre n d  observed  w ith in  th e  l a t e r  h i s t o r i e s  o f in d i r e c t  and 
su g g e s tiv e  fo reb o d in g  re p la c in g  th e  e x p l i c i t  announcements and ex p lan a­
to ry  monologues o f th e  e a r l i e r  h i s t o r i e s  i s  co n tin u ed  and p e r fe c te d  in  
th e  t r a g e d ie s .  S u b tle  h i n t s ,  which in  them selves do n o t a n t i c ip a te ,  
may u n co n sc io u sly  p re p a re  th e  aud ience f o r  f u tu r e  e v e n ts .  In  King L e a r , 
f o r  exam ple, a lth o u g h  th e  co n v en tio n a l e lem en ts o f foreshadow ing a re  
m iss in g , th e  f e e l in g  o f foreshadow ing i s  n e v e r th e le s s  o m n ip resen t. Here 
th e  impending f e e l in g s  o f doom a re  ach ieved  by means o f to n e , atm osphere, 
and o th e r  e lem ents n o t e a s i ly  s e p a ra te d  from  th e  whole.
The t ra g e d ie s  a ls o  p e n e tra te  more deep ly  in to  th e  i n v i s ib l e  world 
th a n  do th e  h i s t o r i e s .  From th e  f i r s t  a c t  o f  Romeo and J u l i e t , i n  
which Romeo sa y s , " .  . .m y  mind m isg iv e s / Some consequence y e t  hanging 
in  th e  s ta r s "  ( I ,  iv ,  106-107), a  co n n ec tio n  between man and h ig h e r  
su p e rn a tu ra l fo rc e s  i s  shown. These f o rc e s ,  w hether r e f e r r e d  to  as
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f a t e ,  doom, fo r tu n e ,  o r  d e s tin y , a re  shown to  determ ine p a r t i a l l y  th e  
e x is te n c e  o f man. P r a c t ic a l ly  every  main c h a ra c te r  becomes aware of 
h i s  r e la t io n s h ip  w ith  th e se  f o r c e s .  Thus th e  t r a g e d ie s  a re  g e n e ra lly  
p layed  o u t w ith  re fe re n c e  to  two w orlds, th e  t e r r e s t r i a l  and th e  c e le s ­
t i a l .  Because o f  th e  c lo se n e ss  between mein and th e  extra-hum an w orld, 
th e  e a r l i e r  used  foreshadow ing d ev ices  o f omens, p o r te n ts ,  and i r o n ie s  
a re  more in te n s e ly  f e l t  when th ey  a re  r e c re a te d  in  th e  t r a g e d ie s .  The 
e f f e c t  o f th e  G host o f J u l iu s  C aesar, f o r  example, a lth o u g h  i t s  appear­
ance i s  b r i e f ,  i s  more profound th a n  th a t  o f th e  g h o s ts  in  R ichard  I I I .
W ith th e  e x cep tio n  of C o rio la n u s . each tra g ed y  i s  examined i n ­
d iv id u a lly  in  c h ro n o lo g ic a l o rd e r .  A d is c u s s io n  o f C o rio lan u s i s  ex­
c luded  from t h i s  c h a p te r .  A lthough th e  c e n t r a l  c o n f l i c t  o f C o rio lan u s  
i s  p re f ig u re d  by th e  i n s t a b i l i t y  o f th e  c i t i z e n s  and th e  p r id e  o f C o ri­
o la n u s , th e  p la y  i s  alm ost vo id  o f s p e c i f ic  e lem en ts o f foreshadow ing .
T i tu s  Andronicus
T itu s  A ndronicus. th e  e a r l i e s t  w r i t te n  o f S h a k e sp ea re 's  t r a g e d ie s ,  
p ro v id e s  an a p p ro p r ia te  beg inn ing  f o r  th e  s tu d y  o f foreshadow ing in  
Shakespearean tra g e d y . As would be ex p ec ted , S h a k e sp ea re 's  u se  o f an­
t i c i p a t i o n  i s  r a th e r  u n s k il le d  in  T itu s  A ndronicus when compared w ith  
th e  l a t e r  t r a g e d ie s .  For th e  most p a r t  th e  h o r ro rs  and c r u e l t i e s  seem 
m erely to  fo llo w  one an o th er in  an a lm ost unending su c c e ss io n . There 
i s  very  l i t t l e  t r a g ic  atm osphere from whence th e  a c t io n  would n a tu r a l ly  
a r i s e ,  and th e re  i s  no f e e l in g  o f i n e v i t a b i l i t y  concern ing  any o f th e  
co n c lu s io n s  o f th e  drama. On th e  o th e r  hand, such e lem en ts  a s  ch a rac ­
t e r  m o tiv a tio n , r e p e t i t i o n  o f key words, p rem onito ry  e x p re s s io n s , iro n y , 
and re fe re n c e s  to  th e  b enevo len t powers o f th e  u n iv e rse  p o in t  o u t
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a s p e c ts  o f foreshadow ing which occu r in  l a t e r  t r a g e d ie s .
That T itu s  A ndronicus i s  re sp o n s ib le  in  p a r t  f o r  h i s  l a t e r  p u n ish ­
m ents i s  in d ic a te d  in  th e  f i r s t  a c t .  T i tu s  g iv e s  h im se lf  to  e v i l  by 
th re e  s p e c i f ic  d e e d s .1 F i r s t ,  T i tu s  r e fu s e s  th e  th ro n e  f o r  h im se lf  and
in s te a d  awards i t  to  S a tu rn in u s , th e  unworthy e ld e s t  son of th e  form er
Roman em peror. Upon re c e iv in g  th e  crown, S a tu rn in u s  re v e a ls  h is  t r u e  
n a tu re  and tu rn s  h i s  sco rn  upon T itu s  A ndronicus. T itu s  l a t e r  adm its 
t h a t  h i s  ap p o in tin g  S a tu rn in u s  emperor was a  m istak e :
Ah, Rome! W ell, w e ll; I made th e e  m ise ra b le  
What tim e I th rew  th e  p e o p le 's  s u ff ra g e s
On him t h a t  th u s  doth  ty ra n n iz e  o 'e r  me. (IV , i i i ,  18-20)
T itu s  commits a  second b lu n d er by k i l l i n g  h i s  son M utius who was h e lp ­
in g  B assianus r e t a i n  L a v in ia . R eferences such a s  "My lo r d ,  you a re  un­
j u s t ,  and, more th a n  s o , /  In  w rongful q u a r re l  you have s l a i n  your son" 
( I ,  i ,  292-293) and " In  a  bad q u a r re l  you have s l a i n  a  v ir tu o u s  son" ( I ,  
i ,  342) make c le a r  T i t u s 's  f a u l t .
T i t u s 's  s a c r i f i c e  o f A larbus, son o f Tamora, a t  th e  tomb of th e  
A ndronici i s  T i t u s 's  t h i r d  t r a g ic  b lu n d e r . By r e j e c t in g  Tam ora's p le a  
to  draw n ea r th e  gods " in  be in g  m e rc ifu l"  ( I ,  i ,  118), T i tu s  c r e a te s  in  
Tamora a  d e s ir e  f o r  revenge a s  ev idenced by h e r  fo llo w in g  speech:
I ' l l  f in d  a  day to  m assacre them a l l  
And ra z e  t h e i r  f a c t io n  and t h e i r  fam ily ,
The c ru e l f a th e r  and h is  t r a i to r o u s  sons,
To whom I sued f o r  my d ear s o n 's  l i f e ,
And make them know what ' t i s  to  l e t  a  queen 
Kneel in  th e  s t r e e t s  and beg f o r  g race  in  v a in .
( I ,  i ,  450-455)
The d ea th  o f A larb u s, th e n , g iv es  T itu s  A ndronicus th e  s t r u c tu r e  f o r  a
ft
drama of revenge.
■^Irving R ib n er, P a t te rn s  in  S hakespearian  Tragedy (London, 1960),
p .  1 9 .
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The working o u t o f  Tam ora's revenge, which in c lu d e s  th e  rap e  and 
m u ti la t io n  o f L a v in ia , th e  d ea th  o f two o f T i t u s 's  sons, and th e  lo s s  
o f T i t u s 's  hand, b r in g s  T itu s  in  th e  e a r ly  p a r t  o f Act I I I  to  h is  
g r e a te s t  despondency. However, th e  b r u ta l  and r e v o l t in g  e v i l  o f Tamora 
i s  to o  g re a t  to  succeed f o r  lo n g . T h e re fo re , in  Act I I I  th e  t a b le s  a re  
tu rn e d  and T itu s  b eg in s  h is  vengeance which i s  concluded w ith  th e  mas­
sa c re  a t  th e  banquet in  th e  f i n a l  a c t .  Thus, by working o u t th e  revenge 
o f Tamora and th en  th e  subsequent revenge o f T itu s  A ndronicus, th e  drama 
p o sse sse s  a  c e r t a in  symmetry as  a  tra g e d y  o f revenge.
The r e p e t i t i o n  of key words such as  revenge and vengeance r e p re ­
s e n t a  ty p ic a l  Senecan form o f a n t ic ip a t io n ,  h e lp in g  to  id e n t i f y  t h i s  
p la y  w ith  o th e r  Senecan revenge t r a g e d ie s .  Examples such a s  "W ith op­
p o r tu n ity  o f sharp  revenge" ( I ,  i ,  137), "Blood and revenge a re  hammer­
in g  in  my head" ( I I ,  i i i ,  39 ), and "And I w i l l  be revenged on them a l l "  
(V, i i ,  97) a re  r e p re s e n ta t iv e  o f th e  tw enty-one in s ta n c e s  o f th e  word 
rev en g e . In  a d d it io n , th e re  i s  th e  p ag ean t where Tamora, d re sse d  in  a  
" s tra n g e  and sad h a b il im e n t,"  comes to  T i tu s  d isg u ise d  a s  Revenge. 
C h a rac te rs  a ls o  swear vengeance seven tim es in  th e  p la y .
E xpressions o f p rem on itions a re  o n ly  s l i g h t l y  used  in  T itu s  
A ndronicus. T i t u s 's  fo reb o d in g  b e fo re  th e  h u n t, " I  have been tro u b le d  
in  my s le e p  t h i s  n ig h t"  ( I I ,  i i ,  9 ) ,  i s  a  good example, how ever. Usu­
a l l y  in  T itu s  Andronicus th e  p rem onito ry  e x p re ss io n s  come on ly  s h o r t ly  
b e fo re  th e  tra g ed y  o ccu rs  and th e r e fo r e  do n o t s tim u la te  th e  a u d ie n c e 's  
im ag in a tio n  f o r  any le n g th  o f tim e . F or exam ple, j u s t  b e fo re  Q uintus 
and M artiu s  a re  f a l s e l y  accused o f m urdering B assianus and condemned to  
d e a th , Q uin tus ex p resses  th e  fo llo w in g  fo reb o d in g s :
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1 am s u rp r is e d  w ith  an uncouth  f e a r :
A c h i l l i n g  sw eat o 'e r - r u n s  my tre m b lin g  j o i n t s :
My h e a r t  su sp e c ts  more th a n  mine eye can se e .
( I I ,  i i i ,  211-213)
. . . f o r  n e 'e r  t i l l  now
Was I  a  c h i ld  to  f e a r  I know n o t w hat. ( I I ,  i i i ,  220-221) 
My s ig h t  i s  very  d u l l ,  w h a te 'e r  i t  bodes. ( I I ,  i i i ,  195) 
The s h o r t  tim e la p se  betw een Q u in tu s 's  words and th e  f e a re d  ev en t, how­
e v e r , le s s e n s  th e  e f f e c t iv e n e s s  o f th e  fo reb o d in g .
There a re  s e v e ra l examples o f iro n y  in  T itu s  A ndronicus. • Exam­
p le s  such a s  T i t u s 's  "Here lu rk s  no tre a s o n , h e re  no envy s w e l l s , /  Here 
grow no damned g rudges; h e re  a re  no sto rm s" ( I ,  i ,  153-154) and " I s  she 
[Tamora3 n o t th e n  beho ld ing  to  th e  man [T itu s l  /  That b rough t h e r  f o r  
t h i s  h ig h  good tu rn  so f a r ? /  Yes, and w i l l  nobly  him rem unerate" ( I ,  i ,  
396-398) a re  i r o n ic a l  because o f T i t u s 's  igno rance  o f th e  t r u e  s i t u a ­
t i o n .  An e x c e l le n t  in s ta n c e  o f d ram atic  iro n y  o ccu rs  in  th e  drama. 
L eaving  T i t u s 's  room, Tamora, d isg u ise d  a s  Revenge, say s , "F arew ell, 
A ndronicus: Revenge now g o e s / To la y  a  complot to  b e tra y  th y  fo e s  (V,
i i ,  146-147). I n  answer T itu s  say s , " I  know thou d o s t;  and, sw eet Re­
venge, f a re w e ll"  (V, i i ,  14 8 ). The iro n y  o f th e  above i s  he ig h ten ed  
by th e  f a c t  t h a t  T i tu s  c l e a r ly  see s  th rough  Tam ora's d is g u is e ,  f o r  in  
an a s id e  p reced in g  h i s  l i n e s ,  T itu s  sa y s , " I  know them a l l ,  though th ey  
suppose me mad" (V, i i ,  142).
P ra y e rs  ad d ressed  to  th e  ben ev o len t powers o f th e  u n iv e rse  by 
T itu s  A ndronicus and Marcus A ndronicus h e lp  one to  suppose t h a t - th e  
ram pant e v i l  a g a in s t  T i tu s  w i l l  be e v e n tu a lly  checked. Such examples 
a s  " I f  any power p i t i e s  w retched t e a r s , /  To th a t  I  c a l l I "  ( I I I ,  i ,  209- ’ 
210 ), "0 heavens, can  you h e a r  a  good man g r o a n ,/  And n o t r e l e n t ,  o r  
n o t com passion him" (IV , i ,  123-124), "Revenge, ye heavens, f o r  o ld
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A ndron icusl"  (IV, i ,  129), and "We w i l l  s o l i c i t  heaven and move th e  
g o d s / To send down J u s t ic e  f o r  to  wreck our wrongs" (IV , i i i ,  50-51) 
a re  r e p re s e n ta t iv e  o f th e se  p ra y e rs .
There a re  r e fe re n c e s  to  th e  p la n e t  S a tu rn  in  th e  drama, th e  
p la n e t  hav ing  a  m align in f lu e n c e  upon th o se  born  under i t s  s ig n  o r  over 
th o se  whom i t  dom inated. The name S a tu rn in u s  by i t s e l f  would have had 
an ominous c o n n o ta tio n  to  th e  E liz a b e th a n  au d ien ce . Aaron, th e  a rc h ­
v i l l a i n  in  t h i s  p la y , announces th e  in f lu e n c e s  o f S a tu rn  upon h im se lf :
S a tu rn  i s  dom inator over mine:
What s ig n i f i e s  my d ea d ly -s ta n d in g  eye,
My s i le n c e  and my cloudy m elancholy,
My f le e c e  o f w oolly h a i r  th a t  now u n c u r ls  
Even a s  an adder when she doth  u n r o ll
To do some f a t a l  e x e c u tio n . ( I I ,  i i i ,  31-36)
In  a d d it io n  to  th e  examples o f foreshadow ing c i t e d  above, th e re  
a re  many in s ta n c e s  o f a  p erso n  e x p l i c i t l y  re v e a lin g  h is  c h a ra c te r  o r  
d i r e c t ly  announcing h is  f u tu r e  in te n t io n s .  The v i l l a i n s  in  T itu s  An­
d ro n ic u s  a l l  openly  d e c la re  them selves to  be v i l l a i n s .  I l l u s t r a t i v e  
o f t h i s  s ta g e  co n v en tio n , Aaron says in  an a s id e :
. . .  0 , how t h i s  v i l la n y
Doth f a t  me w ith  th e  very  th o u g h ts  o f i t  I
L e t f o o ls  do good, and f a i r  men c a l l  f o r  g race ,
Aaron w i l l  have h i s  so u l b lack  l i k e  h i s  f a c e .
( ( I I I ,  i ,  203-206)
Many o f A aron 's  speeches a re  in  th e  co n v en tio n a l pose o f th e  Machia­
v e l l i a n  v i l l a i n .  Most o f th e se  r e v e la t io n s  o f c h a ra c te r  o r  o f in te n ­
t i o n s ,  however, a re  to o  d i r e c t  to  be accounted  a s  foreshadow ing.
Although th e re  a re  a  few in s ta n c e s  o f foreshadow ing in  T itu s  An­
d ro n ic u s  which p re f ig u re  S h ak esp ea re 's  l a t e r  tech n iq u e , one example 
be in g  T i t u s 's  fa re w e ll  to  Tamora d isg u is e d  a s  Revenge, th e  end r e s u l t  
i s  n o t s a t i s f a c to r y .  Shakespeare f a i l s  to  c r e a te  any s o r t  o f a  t r a g ic  
atm osphere o r a  f e e l in g  o f i n e v i t a b i l i t y  in  th e  p la y . S h ak esp eare 's
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d ram atic  c ra ftsm an sh ip  a p p a re n tly  d id  n o t come to  him as  e a s i ly  and un­
c o n sc io u s ly  a s  many o f th e  e a r l i e r  c r i t i c s  b e lie v e d . N e v e r th e le ss ,
T i tu s  A ndronicus i s  i n t e r e s t in g  in  i l l u s t r a t i n g  h is  e a r l i e s t  tech n iq u e  
in  tra g e d y . L a te r  t r a g e d ie s  re v e a l  u n b e lie v a b le  advances in  th e  d ra ­
m atic  tech n iq u e  o f  f o r e t e l l i n g  d e v ic e s .
Romeo and J u l i e t
Romeo and J u l i e t  i s  q u i te  a  d e p a r tu re  from th e  e a r l i e r  t r a g e d ie s  
o f th e  E liz a b e th a n  p e r io d . B efore Romeo and J u l i e t  th e  g e n e ra l te c h ­
n ique  of trag ed y  was l im ite d  e i th e r  to  th e  Senecan revenge p la y s  o f Kyd 
o r  to  th e  Marlowan p la y  b u i l t  around a  s in g le  c o lo s s a l  c h a r a c te r .  Q u ite  
d i s t i n c t l y  Romeo and J u l i e t  p o in ts  o u t m an 's p re c a r io u s  e x is te n c e  in  t h e ' 
u n iv e rse  and in v e s ts  th e  t r a g ic  outcome w ith  a  f e e l in g  o f i n e v i t a b i l i t y .  
Romeo and J u l i e t , th e r e fo r e ,  i s  a  germ inal p la y  in  th e  h i s to r y  o f t r a g ­
edy and in d ic a te s  w ell th e  d ram atic  te ch n iq u e  Shakespeare co n tin u ed  to  
u se  in  w r itin g  t r a g e d ie s .
One s t r ik in g  d if f e re n c e  between Romeo and J u l i e t  and i t s  p red e­
c e s so rs  i s  th e  f e e l in g  of i n e v i t a b i l i t y  o f th e  outcome. H. B. C h arlto n , 
f o r  exam ple, s t a t e s  th a t  th e  p la y  "owes i t s  g re a tn e ss  to  th e  im p ressio n  
o f f i n a l i t y  w ith  which i t  in v e s ts  i t s  h e r o 's  in e sc a p a b le  doom."2 Such 
an im p ressio n  i s  developed p r im a r ily  by means o f th e  s c a t te r e d  sugges­
t io n s  o f a  m alignan t F a te ,  th e  e x p re ss io n s  o f vague m isg iv in g s  and p re ­
m o n itio n s, and th e  s w if t  movement o f tim e.
I t  i s  a  tru ism  o f Shakespearean c r i t i c i s m  t h a t  some weakness, 
e x c e ss , o r  f la w  in  th e  p ro ta g o n is t  b r in g s  about th e  t r a g ic  dow n fa ll.
^ e n r y  Buckley C h a rlto n , S h akespearian  Tragedy (Cambridge, E ng ., 
1940), pp . 70-80.
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But seem ingly , such i s  n o t th e  case  in  Romeo and J u l i e t . One cannot 
p o in t  to  a  f la w  w ith in  e i th e r  o f th e  two main c h a ra c te r s  s u f f i c i e n t  to  
be c a l le d  a  t r a g ic  f a u l t .  In s te a d  o f t o t a l l y  r e ly in g  upon an inw ard 
c h a ra c te r  f la w  o r  t r a g ic  g u i l t ,  th e  u l t im a te  outcome of Romeo and 
J u l i e t  i s  determ ined  by a  F a te  o r  ad v erse  power which Romeo and J u l i e t  . 
a re  pow erless to  r e s i s t .  F a te  b r in g s  about t h e i r  d e s tr u c t io n  by means 
of a  s e r i e s  o f  a c c id e n ts , such as  Romeo's m eeting J u l i e t  a t  th e  b a l l ,  
T y b a l t 's  k i l l i n g  o f M ercu tio , th e  p a r e n ts ' d e te rm in a tio n  to  fo rc e  
J u l i e t  to  marry P a r is  im m ediately , and F r i a r  J o h n 's  f a i l u r e  to  d e l iv e r  
to  Romeo th e  im p o rtan t message t e l l i n g  about F r ia r  L a u re n c e 's  p la n .
S ince th e  outcome i s  determ ined by F a te ,  Shakespeare develops q u ite  
e a r ly  a  f e e l in g  of a  pow erful f a t e  o r  d e s tin y  so t h a t  th e  outcome i s  
n o t seen  as  mere chance.
The opening P ro logue of th e  p la y , f o r  example, makes c le a r  th e  
im pact o f  F a te .  T h is  P ro logue r e f e r s  to  th e  lo v e rs  as " S ta r - c r o s s ' d" 
and to  t h e i r  lo v e  a s  be ing  " d e a th -m a rk 'd ."  S ince th e  s t a r s  r e g u la te  
th e  c ircu m stan ces  o f human l i f e  and a re  synonymous w ith  F a te , D estin y , 
F o rtu n e , o r  P rov idence (each  o f which i s  r e f e r r e d  to  in  th e  dram a), 
s t a r s  t h a t  were opposed o r  " c r o s s ’d" would be, o f  co u rse , an omen o f 
d i s a s t e r .  The term  d ea th -m ark 'd  e x p l i c i t l y  announces t h a t  Romeo and 
J u l i e t ' s  doom has been decreed  by h ig h e r  powers m alig n an t to  them.
Thus a t  th e  o u ts e t  we a re  made aware th a t  Romeo and J u l i e t  a re  s u b je c t  
to  F a te  and i t s  d e c re e s .
The lo v e rs  them selves in c re a s in g ly  sense  th a t  t h e i r  tim e o f hap­
p in e ss  i s  l im ite d  by F a te ,  and hence from  th e  P ro logue onward, a  p e r ­
vading  f e e l in g  o f r e l e n t l e s s  doom hovers  o v er th e  a c t io n .  F or in s ta n c e , 
in  Act I ,  j u s t  b e fo re  going to  th e  C apu le t b a l l  and se e in g  J u l i e t ,
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Romeo has  p rem on itions concern ing  what th e  " s t a r s "  h o ld  f o r  him:
I  f e a r ,  to o  e a r ly :  f o r  my mind m isg ives
Some consequence y e t hanging in  th e  s ta r s  
S h a ll  b i t t e r l y  beg in  h is  f e a r f u l  d a te  
With t h i s  n ig h t ’ s  re v e ls  and e x p ire  th e  term  
Of a  d esp ised  l i f e  c lo se d  i n  my b re a s t  
By some v i l e  f o r f e i t  o f u n tim ely  d ea th ,
But He, th a t  h a th  th e  s te e ra g e  of my co u rse ,
D ire c t my s a i l !  ( I ,  iv ,  106-113)
There a re  o th e r  re fe re n c e s  to  th e  s t a r s .  Upon h ea rin g  from  B a lth a sa r
t h a t  J u l i e t  i s  dead, Romeo f a t a l i s t i c a l l y  ex c la im s, " I s  i t  even so?
th e n  I defy  you, s t a r s ! "  (V, i ,  2 4 ). S im ila r ly , j u s t  b e fo re  h i s  own
d e a th , Romeo, in  announcing h is  in te n t io n s  to  tak e  h is  own l i f e ,  ag a in
r e f e r s  to  th e  u n fa v o ra b le  s t a r s :
0 , h e re
W ill I  s e t  up my e v e r la s t in g  r e s t ,
And shake th e  yoke o f in a u sp ic io u s  s ta r s
From t h i s  w orld-w earied  f l e s h .  (V, i i i ,  109-112)
There a re  a lso  s p e c i f ic  re fe re n c e s  to  fo r tu n e  i n  Romeo and J u l i e t , 
th e  l i n e s  u s u a lly  be ing  spoken a t  s t r u c t u r a l ly  im p o rtan t p la c e s .  Romeo, 
a t  th e  c r u c ia l  moment when he has j u s t  k i l l e d  T y b a lt ,  a l lu d e s  to  des­
t i n y :  "0 , I am f o r tu n e 's  fo o l"  ( I I I ,  i ,  14 1 ). At J u l i e t ' s  f i n a l  p a r t ­
in g  w ith Romeo, J u l i e t  f e e l s  app rehension  and asks fo r tu n e  to  r e tu r n  
Romeo to  h e r :
0 fo r tu n e ,  fo r tu n e !  a l l  men c a l l  th e e  f i c k le :
I f  thou  a r t  f i c k le ,  what does thou  w ith  him 
That i s  renow n'd  f o r  f a i th ?  Be f i c k l e ,  f o r tu n e ;
For th e n , I hope, thou  w i l t  n o t keep him lo n g ,
But send him back . ( I l l ,  v , 60-64)
The f a i l u r e  o f th e  l e t t e r  t e l l i n g  o f F r i a r  L a u ren c e 's  p la n  to  reach
Romeo i s  a s c r ib e d  to  fo r tu n e :
Unhappy fo r tu n e !  by my b ro therhood ,
The l e t t e r  was n o t n ic e  b u t f u l l  o f charge 
Of dear im p o rt, and th e  n e g le c tin g  i t
May do much danger. (V, i i ,  17-20)
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At th e  c lo se  o f th e  drama th e  r e s p o n s ib i l i ty  f o r  th e  t r a g ic  o u t­
come i s  a t t r i b u t e d  to  chance and p ro v id en ce . For exam ple, upon d i s ­
covering  Romeo dead, F r i a r  Laurence speaks as  fo llo w s :
. . .  Ah, what an unkind  hour
I s  g u i l ty  o f t h i s  lam en tab le  chance!
A g r e a te r  power th a n  we can c o n tr a d ic t
Hath th w arted  our i n t e n t s .  (V, i i i ,  145-154)
Although F a te  o r  F o rtune  i s  th e  u l t im a te  cause o f Romeo and 
J u l i e t ' s  f a t e ,  th e  feu d , as  many c r i t i c s  have n o tic e d , i s  th e  immediate
3
cause o r  a t  l e a s t  i s  th e  method by which t h e i r  d e s tin y  i s  worked o u t.
I f  th e re  had been no feu d , th e r e  would have been no duel betw een T y b a lt
and Romeo, and th e re  would have been no o p p o s itio n  to  th e  lo v e  o f Romeo 
and J u l i e t .  T h is  an im o sity  between th e  C apu le ts  and th e  Montagues
which i s  to  prove f a t a l  i s  sensed  th ro u g h o u t th e  p la y  as  an elem ent o f
fo reb o d in g . Even as  th e  p la y  opens, th e  fam ily  feud  i s  in tro d u ced
when two s e rv a n ts  o f th e  C ap u le ts , Sampson and G regory, meet and f ig h t
a g a in s t  s e rv a n ts  lo y a l  to  th e  M ontagues, Abraham and B althasar*. The 
s t r e e t  braw l in  th e  opening scene a lso  te n d s  to  foreshadow  th e  l a t e r
4
sword p la y  between T y b a lt, M ercu tio , and Romeo. At th e  beg inn ing  o f 
th e  t h i r d  a c t  th e  audience i s  ad v ised  o f p o s s ib le  v io le n c e  r e s u l t in g  
from  th e  feud :
I  p ray  th e e ,  good M ercutio , l e t ' s  r e t i r e :
The day i s  h o t,  th e  C ap u le ts  abroad ,
And, i f  we m eet, we s h a l l  n o t scape a  b raw l;
For now, th e se  h o t days, i s  th e  mad blood s t i r r i n g .
( I l l ,  i ,  1 -4 )
o  '
C h arlto n , S hakespearian  T ragedy. p . 52.
^Donald C liv e  S tu a r t ,  The Development o f D ram atic A rt (New York, 
1928), p . 227.
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As p re v io u s ly  su g g ested , Romeo and J u l i e t  sense  th e  h o s t i l i t y  o f
f a t e  and f e e l  t h a t  t h e i r  h app iness  w i l l  be s h o r t  l iv e d .  T h e ir  vague
m isg iv in g s  and p rem o n itio n s  th roughou t su g g est th e  t r a g ic  co n c lu s io n .
Many o f th e se  p rem o n itio n s ex p ress  f e a r s  th a t  th e  lo v e  i s  to o  sudden
to  be l a s t i n g .  For example, a f t e r  th e  lo v e rs  f i r s t  d e c la re  t h e i r  lo v e
f o r  one a n o th e r , J u l i e t  asks Romeo n o t to  sw ear, a s  i f  an o a th  m ight
be an e v i l  omen:
W ell, do n o t sw ear: a lth o u g h  I  jo y  in  th e e ,
I have no joy  o f t h i s  c o n tr a c t  to -n ig h t :
I t  i s  to o  ra s h , to o  u n ad v ised , to o  sudden:
Too l i k e  th e  l ig h tn in g ,  which do th  cease  to  be
Ere one can say " I t  l ig h te n s ."  ( I I ,  i i ,  116-120)
S im ila r ly , F r ia r  Laurence ex p resses  p rem o n itio n s  o f a  l e s s  d i r e c t  k in d , 
f e a r in g  th a t  th e  q u ick , extrem e lo v e  o f  Romeo and J u l i e t  w i l l  n o t suc­
ceed . When Romeo u rg e s  F r i a r  Laurence to  m arry them q u ic k ly , th e  F r ia r  
r e p l i e s ,  "W isely and slow ; they  stum ble th a t  ru n  f a s t "  ( I I ,  iv ,  9 4 ).
The F r ia r  a ls o  f e a r s  th e  v io le n c e  o f th e  l o v e r 's  p a s s io n :
These v io le n t  d e l ig h ts  have v io le n t  ends
And in  t h e i r  trium ph d ie ,  l i k e  f i r e  and powder,
Which a s  th ey  k is s  consume: th e  sw ee te s t honey
I s  loathsom e in  h i s  own d e lic io u s n e s s  
And in  th e  t a s t e  confounds th e  a p p e t i te :
T h e re fo re  lo v e  m oderate ly ; long  lo v e  do th  so ;
Too s w if t  a r r iv e s  as  ta rd y  as  to o  slow . ( I I ,  v i ,  9 -15)
C aro lin e  Spurgeon o b serv es  th a t  th e  dominant image in  Romeo and J u l i e t
i s  th e  com parison o f  Romeo and J u l i e t ' s  lo v e  w ith  l ig h tn in g ,  gunpowder,
and f i r e ,  o b je c ts  which a re  b r i l l i a n t  b u t \rtiich a re  f i l l e d  w ith  danger
c
and which a re  s w if t ly  quenched. Torches ( I ,  iv ,  11, 35; I ,  v , 127), 
l ig h tn in g  ( I I ,  i i ,  119; I I I ,  i ,  177; V, i i i ,  90, 9 1 ), gunpowder ( I I ,  
v i ,  10; I I I ,  i i i ,  132 ), and a  m eteor ( I I I ,  v , 13) a re  r e f e r r e d  to  in
ft
C aro lin e  F . E. Spurgeon, S h ak e sp e a re 's  Imagery and What i t  
T e l l s  Us (New York, 1936), p . 312.
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th e  co u rse  o f th e  p la y .
O ther ex p re ss io n s  o f p rem o n itio n s  in  Romeo and J u l i e t  in c lu d e  th e  
r e l a t i n g  o f dream s. Throughout S h ak esp ea re 's  p la y s , dreams p re se n t 
v a lu a b le  r e v e la t io n s  o f t r u t h  and o f th e  f u tu r e .  At th e  c lo s e  o f Romeo 
and J u l i e t  th e r e  i s  a  good example of how c lo s e ly  dreams m irro r  t r u t h .  
When B a lth a s a r  w a its  o u ts id e  J u l i e t ’s tomb, he dreams th a t  Romeo and 
a n o th e r a re  f ig h t in g .  The audience has  J u s t  seen  t h i s  f i g h t  and hence 
knows f o r  c e r t a in  th e  accuracy  o f h i s  dream. There Eire an u n u su a lly  
h ig h  number o f r e fe re n c e s  to  dreams in  t h i s  p la y . In  th e  f i r s t  a c t  
Romeo f e a r s  to  go to  th e  C apulet b a l l  because he "d ream 'd  a  dream t o ­
n ig h t"  ( I ,  i v ,  5 0 ) . We do n o t le a r n  what Romeo's dream i s ,  however, 
f o r  he i s  in te r r u p te d  by M e rc u tio 's  famous Queen Mab speech , t h i s  
speech i t s e l f  being  a  d ig re s s io n  concern ing  dream s. The re fe re n c e s  to  
dream s, a  t o t a l  of sev en teen  in  th e  p la y , re a c h  t h e i r  apex in  Romeo's 
speech a t  th e  beg inn ing  o f Act V:
I f  I  may t r u s t  th e  f l a t t e r i n g  t r u t h  o f s le e p ,
My dreams p resag e  some Jo y fu l news a t  hand:
My bosom 's lo rd  s i t s  l i g h t l y  in  h i s  th ro n e ;
And a l l  t h i s  day an unaccustom 'd  s p i r i t
L i f t s  me above th e  ground w ith  c h e e r fu l  th o u g h ts ,
I  dream t my lad y  came and found me dead—
S tran g e  dream, t h a t  g iv e s  a  dead man leav e  to  th in k I  —
And b rea th ed  such l i f e  w ith  k is s e s  in  my l i p s ,
That I re v iv e d , and was an em peror.
Ah me I how sw eet i s  lo v e  i t s e l f  p o s s e s s 'd ,
When b u t l o v e 's  shadows a re  so r ic h  in  joyI (V, i ,  1 -11)
The above passage i l l u s t r a t e s  th e  com plexity  f o r  which foreshadow ing
may be u sed . F i r s t  o f  a l l  th e se  l in e s  a c c u ra te ly  f o r e t e l l  s p e c i f ic
in fo rm a tio n  such a s  J u l i e t ' s  f in d in g  Romeo dead. B esid es  th e  d i r e c t
foreshadow ing th e r e  i s  pow erfu l d ram atic  iro n y  s in c e  th e  " jo y fu l  news"
tu r n s  o u t to  be t r a g i c .  A s im ila r  e f f e c t  i s  ach ieved  in  th e  p a r t in g
o f th e  lo v e rs  i n  th e  second balcony scen e . Although ap p reh en siv e ,
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Romeo and J u l i e t  ho ld  some hope th a t  a l l  w i l l  be w e ll:
J u l :  "0, t h i n k 's t  thou  we s h a l l  ever meet ag a in ?"
Rom: "1 doubt i t  n o t;  and a l l  th e s e  woes s h a l l  se rv e
For sweet d isc o u rse s  in  o u r tim e to  come." ( I l l ,  v , 51-53)
Having j u s t  heard  C apulet om inously prom ise J u l i e t  to  P a r i s ,  "O' Thurs­
day l e t  i t  be" ( I I I ,  i v ,  20 ), th e  aud ience knows th e  t r u t h  to  be much
worse th a n  th e  p a r t ic ip a n ts  su sp e c t.  Hence, th ro u g h o u t t h i s  p la y , as
in  a l l  o f S h ak esp ea re 's  m ature t r a g e d ie s ,  th e  d is c re p a n c ie s  between 
th e  knowledge o f th e  aud ience and th e  p a r t ic ip a n ts  become an im portan t 
a sp e c t o f foreshadow ing .
R eferences to  d ea th  and to  th e  g rave a re  o th e r  means by which th e  
impending doom o f Romeo and J u l i e t  i s  foreshadow ed. A lthough s t a t i s t i ­
c a l  coun ts  of word usage a re  n o t too  v a lu a b le  u n le s s  one i s  ab le  to  
show how e f f e c t iv e ly  each word i s  u sed , th e  r e p e t i t i o n  o f th e  words 
d ie  and d ea th  136 tim es in  th e  p la y  would o f n e c e s s i ty  have a  cumula­
t i v e  e f f e c t  of drawing th e  a u d ie n c e 's  a t t e n t io n  tow ard th e  d ea th s  o f 
th e  c a ta s tro p h e . Many o f th e  re fe re n c e s  to  d ea th , such a s  "Take heed, 
ta k e  heed,, f o r  such d ie  m ise rab le"  ( I I I ,  i i i ,  145), "W ell, we were 
born  to  d ie "  ( I I I ,  iv ,  4 ) ,  "But s h e 's  b e s t m arried  t h a t  d ie s  m arried  
young" (IV , v , 7 8 ), and " F u ll  soon th e  canker dea th  e a t s  up th a t  p la n t"  
( I I ,  i i i ,  30), Eire r a th e r  g en e ra l y e t c o n tr ib u te  to  th e  atm osphere of 
impending doom. However, o th e r  r e fe re n c e s  to  dea th  i n  Romeo and J u l i e t  
sure more s p e c i f i c ,  w ith  a  c h a ra c te r  e n v is io n in g  e i t h e r  h i s  own f a t e  o r  
a n o th e r 's  f a t e .  A s t r ik in g  in s ta n c e  o f t h i s  ty p e  o f fo reb o d in g  occurs 
in  Act I I I ,  Scene v . Looking down from  h e r  window a t  Romeo as he 
le a v e s  f o r  Mantua and se e in g  him a l iv e  f o r  th e  l a s t  tim e , J u l i e t  say s:
0  God, I  have an i l l - d i v i n i n g  so u lI
Me th in k s  I see  th e e ,  now th o u  a re  below,
As one dead in  th e  bottom  o f a  tomb. ( I l l ,  v , 54-57)
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The s t r i k in g  ’’lo v e  dea th"  im agery i n  th e  p lay  which i s  developed 
by means o f th e  r e c u r r e n t  a s s o c ia t io n  o f  b r id a l  bed and g rave , Death 
and th e  lo v e r  has been observed  by H. E. Cain6 and E. C. P e t t e t . ^  T his 
im agery c o n tr ib u te s  p o w erfu lly  to  o u r p rem onito ry  f e e l in g s .  Throughout 
th e  p la y  J u l i e t  has  p re se n tim e n ts  t h a t  th e  grave w il l  be h e r  b r id a l  bed. 
As e a r ly  as  th e  f i r s t  a c t  J u l i e t  sa y s , "My grave i s  l i k e  to  be my wed­
d ing  bed" ( I ,  v , 137 ). A s im ila r  f e a r  i s  echoed in  th e  t h i r d  a c t .  Here 
J u l i e t  p le a d s  w ith  h er m other to  de lay  th e  im pending m arriag e  w ith  P a r is :
I s  th e r e  no p i ty  s i t t i n g  in  th e  c lo u d s,
That s e e s  in to  th e  bottom  o f my g r ie f ?
0 ,  sw eet my m other, c a s t  me n o t awayI
Delay t h i s  m arriag e  f o r  a  month, a  week;
O r, i f  you do' n o t, make th e  b r id a l  bed
In  th a t  dim monument where T y b a lt l i e s .  ( I l l ,  v , 198-203)
The l a s t  two l i n e s  o f th e  above p assag e  a re  f i l l e d  w ith  d ram atic  iro n y . 
D ram atic iro n y  i s  a lso  seen  in  a  p assag e  j u s t  p rev io u s  to  t h i s  one in  
which Lady C ap u le t, e x p re ss in g  resen tm en t th a t  J u l i e t  would no t fo llo w  
h e r  p a r e n ts ' ad v ice  in  m arry ing  P a r i s ,  say s , " I  would th e  fo o l  were 
m arried  to  h e r  g rav e!"  ( I l l ,  v , 141 ).
There a re  many re fe re n c e s  which in d ic a te  t h a t  Death i s  a  r i v a l  to  
Romeo f o r  J u l i e t .  For example, upon d isc o v e rin g  th a t  Romeo i s  ban ished  
f o r  k i l l i n g  T y b a lt , J u l i e t  say s , " I ' l l  to  my w edd ing-bed ;/ And d ea th , 
n o t Romeo, ta k e  my m aidenhead!" ( I l l ,  i i ,  136-137). In  Act IV, Scene v , 
when J u l i e t  ta k e s  th e  p o tio n  and i s  found a p p a re n tly  dead, th e  re fe re n c e  
to  Death a s  h e r  husband a re  q u i te  s t r i k i n g .  F or in s ta n c e , J u l i e t ' s  
f a th e r  say s  to  P a r is :
g
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0 sonI th e  n ig h t b e fo re  th y  wedding-day
Hath Death l a i n  w ith  th y  w ife . There she l i e s ,
Flow er a s  she was, deflow ered  by him.
Death i s  my so n -in -la w , Death i s  my h e i r ;
My d augh ter he h a th  wedded: I w i l l  d ie ,
And leav e  him a l l ;  l i f e ,  l i v in g ,  a l l  i s  D e a th 's .
(IV, v , 35-40)
The accum ulation  o f th e  above images h e lp s  u s  to  sense  t h a t  th e  grave 
w i l l  be th e  f i n a l  wedding bed and th a t  D eath w i l l  be th e  u l t im a te  lo v e r .
Many o th e r  p rem o n itio n s  appear in  Romeo and J u l i e t . F or in s ta n c e , 
a f t e r  h e r m other le a v e s  h e r and b e fo re  talcing th e  s le e p in g  p o tio n ,
J u l i e t  say s ,
F a rew ell!  God knows when we s h a l l  meet a g a in .
1 have a  f a i n t  co ld  f e a r  t h r i l l  th rough  my v e in s ,
That alm ost f re e z e s  up th e  h e a t o f l i f e .  (IV , i i i ,  14-16)
F ollow ing  t h i s  speech , J u l i e t ,  ap p rehensive  about th e  su ccess  o f F r ia r
L a u re n c e 's  p la n  o f u s in g  th e  s le e p in g  p o tio n , c a l l s  up v iv id  p ic tu re s
o f th e  p o s s ib le  h o r ro rs  o f th e  g rav e . J u l i e t ' s  f e a r  o f h e r unknown
f a t e  would ten d  to  e x c i te  a  s im ila r  f e a r  w ith in  th e  au d ien ce . Romeo,
to o , e x p re sse s  m isg iv in g s  tow ard th e  f u tu r e .  J u s t  b e fo re  he leav es
J u l i e t  to  go in to  e x i le  a t  th e  tim e o f s u n r is e ,  Romeo excla im s, "More
l i g h t  and l i g h t ;  more dark  and dark  our woes" ( I I I ,  v , 3 6 ). Romeo a lso
u t t e r s  p rem o n itio n s o f a  l e s s  d i r e c t  k in d  when he u rg e s  F r ia r  Laurence
to  m arry J u l i e t  and him q u ick ly :
. . . b u t come what sorrow  can ,
I t  cannot c o u n te rv a il  th e  exchange o f joy  
That one s h o r t  m inute g iv e s  me in  h e r  s ig h t :
Do thou  b u t c lo s e  our hands w ith  h o ly  words,
Then lo v e-d ev o u rin g  d ea th  do what he d a r e ;
I t  i s  enough I may b u t c a l l  h e r  m ine. ( I I ,  v i ,  3 -8 )
F r i a r  L a u re n c e 's  p re se n tim e n ts  a re  a ls o  co n tin u o u s. H is s ta tem en t "0 ,
much I  f e a r  some i l l  unlucky th in g "  (V, i i i ,  136) i s  a  good example.
In  a d d it io n , a  s u b t le  omen i s  g iven  in  th e  N u rs e 's  l i n e ,  "Doth no t
rosem ary and Romeo b eg in  bo th  w ith  a  l e t t e r ? "  ( I I ,  i v ,  210-220). i-The
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rosem ary was f re q u e n tly  u sed  as  a. .symbol o f remembrance, bo th  a t  wed­
d ings and a t  f u n e ra ls .  Hence even h e re  th e  " lo v e  d ea th "  imagery i s  
s u b tly  re in fo rc e d .
The aud ience i s  forew arned th a t  Romeo's and J u l i e t ' s  d ea th s  w il l  
be caused by s u ic id e .  At th e  end of th e  t h i r d  a c t  J u l i e t ,  in  s ta t in g  
h e r  r e s o lu t io n  n o t to  m arry P a r i s ,  sa y s , " I f  a l l  e l s e  f a i l ,  m yself have 
power to  d ie "  ( I I I ,  v , 242), and in  th e  fo llo w in g  scene she th re a te n s  
to  s ta b  h e r s e l f  w ith a  k n ife  (IV , i ,  5 4 ) . A fte r  h e a r in g  o f th e  d ea th  
o f J u l i e t ,  Romeo vows to  jo in  J u l i e t  in  d ea th  (V, 1, 3 4 ). The method 
o f t h e i r  s u ic id e s  i s  a ls o  a n t ic ip a te d . .  For in s ta n c e ,  Romeo asks F r ia r  
L aurence, "HadSt thou  no po ison  m ix 'd , no sharp -g round  k n ife ? "  ( I l l ,  
i i i ,  44); F r i a r  Laurence d is c u s s e s  v a r io u s  p o iso n s  in  Act I I ,  Scene 
i i i ;  and J u l i e t  and h e r  m other have a  c o n v e rsa tio n  in  which J u l i e t  i r o n ­
i c a l l y  w ishes to  "tem per" a  p o iso n  f o r  Romeo so t h a t  he w i l l  "Soon s le e p  
in  q u ie t"  ( I I I ,  v , 9 7 -100). Romeo's pu rchase  in  Act V o f p o iso n  from 
th e  A pothecary i s  to o  e x p l i c i t  to  be co n s id e red  a s  foreshadow ing .
Another a sp e c t which h e lp s  to  c r e a te  th e  f e e l in g  o f i n e v i t a b i l i t y  
o f th e  outcome i s  S h ak esp ea re 's  h an d lin g  o f tim e in  th e  drama. The ac­
t io n  covered a  p e r io d  o f n in e  months i n  A rthur B ro o k e 's  long  n a r r a t iv e  
poem. Shakespeare, however, has reduced t h i s  nine-m onth p e r io d  to  th e  
b r ie f  space o f fo u r  o r  f iv e  days. Such a  com pression o f tim e makes 
more b e lie v a b le  th e  in c id e n ts  in  th e  drama. The sw if tn e s s  o f th e  a c ­
t io n  in  sweeping Romeo and J u l i e t  r e l e n t l e s s ly  to  t h e i r  t r a g ic  outcome 
in  i t s e l f  i s  a  form  o f foreshadow ing.
The use  o f foreshadow ing i s  perhaps more e la b o ra te ,  hence perhaps 
l e s s  s u b t le ,  in  t h i s  drama th an  in  any o f th e  l a t e r  t r a g e d ie s ,  b u t t h i s  
may be p a r t ly  because th e  t r a g ic  f e e l in g  i s  m o tiv a ted  more by e x te rn a l
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c ircu m stan ces  th an  by inw ard c h a ra c te r  t r a i t s .  I f  f o r  th e  same reaso n  
th e  drama i s  perhaps l im ite d  in  i t s  p ro fu n d ity  vftien compared w ith  some 
o f S h ak esp eare 's  l a t e r  t r a g e d ie s ,  n e v e r th e le s s  th e  ty p e  of tra g e d y  he 
co n tin u ed  to  w r i te ,  a  drama which, as C o lerid g e  s a id ,  r e l i e d  upon ex­
p e c ta t io n  r a th e r  th a n  upon s u rp r is e  f o r  i t s  f i n a l  e f f e c t ,  was in tro d u ced  
and s k i l l f u l l y  developed in  Romeo and J u l i e t . S ince  Romeo and J u l i e t  
i s  S h ak esp ea re 's  f i r s t  a c tu a l  tra g e d y , i t  p ro v id e s  a  v a lu a b le  in tro d u c ­
t i o n  to  h is  d ram atic  tech n iq u e  and s p e c i f i c a l ly  to  th e  e f f e c t iv e  use  
o f  foreshadow ing in  th e  t r a g e d ie s .
J u l iu s  C aesar
As G ra n v ille -B a rk e r  p o in ts  o u t,  J u l iu s  C aesar i s  th e  "gateway"
O
to  th e  g re a t  t r a g e d ie s .  U nlike Romeo and J u l i e t , in  which th e  tra g ed y  
i s  caused by e x te rn a l  fo rc e s  beyond th e  c o n tro l  o f  th e  p r o ta g o n is ts ,  
th e  t r a g ic  outcome in  J u l iu s  C aesar i s  caused  by a  t r a g ic  f la w  w ith in  
th e  c e n t r a l  c h a ra c te r ,  B ru tu s . B ru tus b r in g s  abou t h i s  own d e s tru c t io n  
by jo in in g  a  dangerous co n sp iracy  which he m istak en ly  b e l ie v e s  to  be 
n o b le . In  a d d it io n , J u l iu s  C aesar p re p a re s  f o r  th e  l a t e r  t r a g e d ie s  by 
means o f i t s  p e n e tr a t io n  in to  th e  in v i s ib l e  w orld . A lthough prem oni­
t io n s  occu r f re q u e n tly  in  Romeo and J u l i e t , th e  cum ulative  t o t a l  o f 
omens, p ro p h e c ie s , g h o s ts , p o r te n ts ,  i r o n ie s ,  and dreams i n  J u l iu s  
C aesar form s a  much t i g h t e r  web o f ^ in e v i ta b i l i ty  than  in  th e  e a r l i e r  
p la y s .  From J u l iu s  C aesar on, H arold  Goddard s t a t e s ,  S h ak esp ea re 's  
" g re a te r  c h a ra c te r s  and g r e a te r  p la y s  a re  touched w ith  th e  d re am -lig h t
P a r l e y  G ra n v ille -B a rk e r , P re fa c e s  to  Shakespeare (P rin c e to n , 
1947), I I ,  350.
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and dream -darkness o f som ething th a t  a s  c e r ta in ly  tra n sc e n d s  th e  m erely 
human as  do th e  p ro p h e ts  and s ib y ls  o f M ich e lan g e lo ."9 By th e  c lo se  o f 
th e  drama most o f th e  main c h a ra c te r s  g iv e  v e rb a l credence to  th o se  
th in g s  which p resag e  t r a g ic  e v e n ts . For example, th e  c y n ic a l  Casca 
exc la im s, " I t  i s  th e  p a r t  o f  men to  f e a r  and t r e m b le , /  When th e  most 
m ighty gods by tokens se n d / Such d re a d fu l h e ra ld s  to  a s to n is h  u s"  ( I , 
111, 5 4 -5 6 ); C a lp u rn ia  sa y s , "C aesar, I  never s to o d  on c e re m o n ie s ,/
Yet now th ey  f r i g h t  me" ( I I ,  i i ,  1 3 -1 4 ); and C assiu s say s  o f C aesar, 
"For he i s  s u p e r s t i t io u s  grown o f l a t e "  ( I I ,  i ,  19 5 ). Even th e  p ra c ­
t i c a l  C assiu s becomes s u p e r s t i t io u s  in  th e  l a s t  a c t :
You know th a t  I h e ld  E p icu ru s s tro n g
And h i s  o p in io n : now I change my mind,
And p a r t ly  c r e d i t  th in g s  th a t  do p re sa g e . (V, i ,  77-79) 
Because th e  dow nfall o f C aesar was to  th e  E liz a b e th a n s  one o f th e  
c a la m it ie s  o f a l l  h i s to r y ,  i t  i s  n a tu r a l  t h a t  many elem ents o f fo re s h a ­
dowing should  surround  t h i s  momentous o c cu rre n c e . The S o o th sa y e r 's  
"Beware th e  id e s  o f March" ( I ,  i i ,  18, 23) i s  d i r e c te d  to  th e  aud ience 
as w ell a s  to  C aesar. Throughout S h ak esp ea re 's  p la y s  th e  l iv e s  o f cen­
t r a l  c h a ra c te r s  a re  seen to  be in  c o n ju n c tio n  w ith  th e  cosmic pow ers. 
Impending d i s a s te r  to  one o f  th e s e  c h a ra c te r s  i s  g e n e ra lly  shown to  
d is tu r b  n a tu re  and th e  c o n s te l l a t io n s .  The v io le n t  d e a th s ;,o f  r u le r s ,  
e s p e c ia l ly ,  were supposed by many to  be p receded  by s u p e rn a tu ra l  p o r­
t e n t s .  C a lp u rn ia  in  th e  fo llo w in g  l in e s  summarizes t h i s  co n cep t:
When beggars d ie ,  th e r e  a re  no comets seen ;
The heavens them selves b la z e  f o r th  th e  d ea th  o f p r in c e s .
( I I ,  i i ,  30-31)
Q
^H arold C lark  Goddard, The Meaning o f Shakespeare (Chicago, 
1960), I ,  308.
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C h a r a c te r i s t i c a l ly ,  th e  n ig h t  b e fo re  th e  d e a th  o f C aesar i s  f i l l e d  w ith
p o r te n ts  and wonders. The hardy Casca e n te r s ,  o b v io u sly  q u i te  shaken
by th a t  which he has seen , and r e c i t e s  th e  fo llo w in g :
Are no t you moved, when a l l  th e  sway of e a r th  
Shakes l i k e  a  th in g  unfirm ? 0 C icero ,
I have seen  tem p ests , when th e  sc o ld in g  winds 
Have r iv e d  th e  k n o tty  oak s , and I  have seen  
The am bitious ocean sw ell and rag e  and foam,
To be e x a lte d  w ith  th e  th re a te n in g  c lo u d s:
But never t i l l  to - n ig h t ,  never t i l l  now,
Did I go th rough  a  tem pest dropping f i r e .
E i th e r  th e r e  i s  a  c i v i l  s t r i f e  i n  heaven,
Or e l s e  th e  w orld, to o  saucy w ith  th e  gods,
In cen ses  them to  send d e s tr u c t io n .
A common s la v e —you know him w ell by s ig h t—
Held up h i s  l e f t  hand, which d id  flam e and burn  
L ike  tw enty to rc h e s  j o i n 'd ,  and y e t h is  hand,
Not s e n s ib le  o f f i r e ,  rem a in 'd  u n s c o rc h 'd .
B es id es—I h a ' n o t s in c e  p u t up my sword—
A gainst th e  C a p ito l I  met a  l io n ,
Who g la re d  upon me, and went s u r ly  by,
W ithout annoying me: and th e re  were drawn
Upon a  heap a  hundred g h a s tly  women,
Transform ed w ith  t h e i r  f e a r ;  who swore th ey  saw 
Men a l l  i n  f i r e  walk up and down th e  s t r e e t s .
And y e s te rd a y  th e  b ird  o f n ig h t  d id  s i t  
Even a t  noon-day upon th e  m a rk e t-p lac e ,
H ooting and s h r ie k in g . When th e s e  p ro d ig ie s  
Do so c o n jo in t ly  m eet, l e t  n o t men say 
"These a re  t h e i r  re a so n s ; th ey  a re  n a tu r a l ; "
F o r , I b e l ie v e , th ey  a re  p o r te n to u s  th in g s
Unto th e  c lim a te  t h a t  th ey  p o in t  upon. ( I ,  i i i ,  3-32)
O ther s p e c i f ic  in s ta n c e s  o f foreshadow ing f o r  C a e s a r 's  d ea th  oc­
c u r in  th e  second a c t  in  th e  scene which ta k e s  p la c e  in  C a e s a r 's  house 
th e  morning o f th e  a s s a s s in a t io n .  C aesar e n te r s  a t  th e  b eg inn ing  of 
th e  scene and r e p o r ts  om inously th a t  C a lp u rn ia  d u rin g  th e  n igh t, has 
c r ie d  o u t th re e  tim es , "H elp, hoi th ey  murder C aesar" ( I I ,  i i ,  2 -3 ) . 
C a lp u rn ia  e n te r s ,  and hav ing  dreamed of C a e s a r 's  murder and o f h is  
s ta tu e  covered w ith  b lood ( I I ,  i i ,  7 6 -7 9 ), w ishes C aesar to  rem ain a t  
home. Naming su p e rn a tu ra l  p o r te n ts  s im ila r  to  th o se  named by Casca,
C a lp u rn ia  g iv e s  th e  fo llo w in g  re a so n s  f o r  C aesar n o t to  le a v e :
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. . . There i s  one w ith in ,
B esides th e  th in g s  th a t  we have h ea rd  and seen ,
Recounts most h o r r id  s ig h ts  seen  by th e  w atch.
A l io n e s s  h a th  whelped in  th e  s t r e e t s ;
And g raves have yaw n'd, and y ie ld e d  up t h e i r  dead;
F ie rc e  f i e r y  w a rr io rs  fo u g h t upon th e  c lo u d s,
In  ranks and squadrons and r ig h t  form  o f  war,
Which d r iz z le d  b lood upon th e  C a p ito l;
The n o ise  o f b a t t l e  h u r t le d  in  th e  a i r ,
H orses d id  n e ig h , and dying men d id  g roan ,
And g h o s ts  d id  s h r ie k  and squeal about th e  s t r e e t s .
0 C aesar! ' th e s e  th in g s  a re  beyond a l l  u se ,
And I  do f e a r  them. ( I I ,  i i ,  14-26)
C a lp u rn ia 's  speech n o t o n ly  foreshadow s C a e s a r 's  d ea th , b u t a ls o  looks
ahead to  th e  c i v i l  s t r i f e  which ensues as  a  r e s u l t  o f  C a e s a r 's  d e a th .10
The a u g u re rs , to  whom Caesar has s e n t,  confirm  C a lp u rn ia 's  su sp ic io n s
th a t  C aesar should  n o t go to  th e  C a p ito l.  I n te r p r e t in g  t h e i r  i n a b i l i t y
to  f in d  a  h e a r t  w ith in  a  c e r ta in  s a c r i f i c i a l  b e a s t  aa  an i l l  omen, th e
au g u rers  b e lie v e  th a t  C aesar should  n o t " s t i r  f o r th "  ( I I ,  i i ,  38 -40 ).
DeciUB7~ o n e -o f* th e  c o n s p ira to r s ,  a l la y s  C a e s a r 's  f e a r s  by i n t e r ­
p r e t in g  C alpu rn ia*s dream fa v o ra b ly  f o r  C aesar, m entions th e  p o s s ib i l ­
i t y  o f a  crown be ing  o f fe r e d ,  and hence persu ad es  C aesar to  go to  th e  
C a p ito l w ith  him . On th e  way to  th e  C a p ito l, C aesar t e l l s  T rebonius,
sm other member o f th e  co n sp iracy , "Be n ea r me, t h a t  I  may remember
you" ( I I ,  i i ,  123). T rebon ius i r o n ic a l ly  r e p l i e s ,  "C aesar, I  w il l"
( I I ,  i i ,  124). C aesar eilso sees th e  S oothsayer and say s , "The id e s  of 
March, a re  come" ( I I I ,  i ,  1 ) .  The S o o th sa y e r 's  answer i s  fo reb o d in g : 
"Ay, C aesar, b u t n o t gone" ( I I I ,  i ,  2 ) .
J u l iu s  C aesar i s ,  however, on ly  p a r t i a l l y  a  drama o f J u l iu s  Cae­
s a r  and h i s  f a l l .  The p la y  i s  p r im a r ily  concerned  w ith  th e  tra g e d y  o f 
B ru tu s , th e  f a t e  o f B ru tus and th e  co n sp iracy  fo llo w in g  th e  d ea th  o f
10M aurice Charney, Shakespeare*s Roman P la y s :  The F u n c tio n  o f
Im agery in  th e  Drama (Cambridge, M ass., 1961), p . 50.
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C aesar p ro v id in g  th e  c h ie f  i n t e r e s t  o f th e  drama. That B ru tus and h is  
id e a ls  o f  a  re p u b lic  a re  doomed become in c re a s in g ly  e v id e n t a s  th e  p la y  
d e v e lo p s .
Many h in t s  w ith in  th e  p la y  re v e a l  t h a t  th e  co n sp iracy  i s  n o t as  
nob le  as  B ru tu s  b e l ie v e s .  Knowing th a t  th e  co n sp iracy  i t s e l f  i s  ig n o ­
b le ,  we a re  aware t h a t  B ru tus w i l l  be u n ab le  to  u sh e r  i n  a  new i d e a l i s ­
t i c  age f o r  Rome. The t e r r i b l e  storm  accompanied by th e  p ro d ig io u s  
wonders which o ccu rred  th e  n ig h t b e fo re  C a e s a r 's  d ea th  have a p p l ic a b i l ­
i t y  to  th e  c o n s p ira to r s  a s  w ell as  to  C aesar. Taking p la c e  d u rin g  th e  
scheming o f th e  c o n s p ir a to r s ,  th e s e  p o r te n ts  in d ic a te  a  cosmic r e v u l­
s io n  a g a in s t  th e  a s s a s s in a t io n  o f C aesa r. The f e a r f u l  n ig h t and thun ­
dersto rm  a lso  p ro v id e  a tm o sp h e r ic a lly  th e  a p p ro p r ia te  background f o r  
dark  co n sp ira c y . C a ss iu s , in  f a c t ,  draws a  p a r a l l e l  between th e  a t ­
mosphere and th e  co n sp iracy :
And th e  com plexion of th e  elem ent 
In  f a v o u r 's  l i k e  th e  work we have in  hand,
Most b loody, f i e r y ,  and most t e r r i b l e .  ( I ,  i i i ,  128-130)
When th e  c o n s p ira to r s  a r r iv e  a t  B r u tu s 's  house i n  Act I I ,  Scene i ,  
th e re  a re  many h in t s  a s  to  th e  t ru e  n a tu re  o f  th e  c o n sp ira c y . When 
L u c iu s , th e  young s e rv a n t o f  B ru tu s , r e p o r ts  th a t  men have come w ith  
" t h e i r  h a ts  . . . p lu c k 'd  about t h e i r  e a r s , /  And h a l f  t h e i r  fa c e s  b u r­
ie d  i n  t h e i r  c lo a k s"  ( I I ,  i ,  7 3 -7 4 ), B ru tus r e p l ie s :
. . .  0  co n sp irac y ,
Shamest thou  to  show th y  dangerous brow by n ig h t ,
When e v i l s  a r e  most f r e e ?  0 , th en  by day 
Where w i l t  thou  f in d  a  cav ern  dark  enough
To mask th y  m onstrous v isa g e ?  ( I I ,  i ,  77-81)
W hile B ru tus and C ass iu s  w hisper in  t h i s  scene , D ecius, C inna, and 
C asca, th r e e  men who a re  h e lp in g  to  e s ta b l i s h  a  new f u tu r e  o f Rome, 
argue about where th e  sun comes up . The c o n s p ir a to r s ' f a i l u r e  to  ag ree
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on such a  f a c tu a l  m a tte r  as  th e  e a s te rn  d i r e c t io n  in d ic a te s  th e  u n s e t­
t l e d  c o n d itio n  o f t h e i r  minds and b e l ie s  f u tu r e  d iv is io n s  among them ,11 
When Casca concludes th e  argument by ex cla im in g , "H ere, as  I p o in t  my 
sword, th e  sun a r i s e s "  ( I I ,  i ,  106 ), one " f e e ls  th e  presum ption  o f ex­
p e c tin g  a  new day to  b reak  a t  th e  command of a  sw ord ."12
Perhaps th e  b e s t  ev idence to  in d ic a te  t h a t  th e  co n sp iracy  was 
base i s  C a s s iu s 's  own adm ission  i n ' a  so lilo q u y  th a t  he has "seduced" 
B ru tu s :
W ell, B ru tu s, thou  a r t  n o b le ; y e t ,  I  see ,
Thy honourab le  m etal may be w rough t.
From th a t  i s  i s  d isp o sed : th e r e fo re  i t  i s  meet
T hat nob le  minds keep ev e r w i th . th e i r  l i k e s ;
For who so f irm  th a t  cannot be seduced? ( I ,  i i ,  312-316)
The u l t im a te  f a i l u r e  o f th e  re p u b lic  i s  a n t ic ip a te d  th ro u g h  b r ie f  
g lim pses o f th e  commoners o f Rome.13 Because o f t h e i r  i n s t a b i l i t y ,  th e  
peop le  a re  n o t p rep a red  f o r  th e  proposed form o f governm ent. In  th e  
opening  scene o f J u l iu s  C aesar th e  c i t i z e n s  o f  Rome have d e c la re d  a 
h o lid a y  to  c e le b ra te  th e  a r r i v a l  o f  C aesar. T h e ir  a l le g ia n c e ,  which a  
s h o r t  tim e b e fo re  was g iven  to  Pompey, i s  now suddenly s h i f te d  to  Cae­
s a r .  These commoners sire n ex t seen  in  th e  famous scene o f th e  drama 
in  which B ru tus and Antony d e l iv e r  t h e i r  fu n e ra l  o r a t io n s  to  C aesar. 
Again, th e  c i t i z e n s  a re  shown to  be q u i te  changeab le , be ing  le d  e a s i ly  
from  one v iew poin t to  a n o th e r . That th e  people do n o t u n d e rs tan d  Bru­
t u s ' s  m otive f o r  th e  murder o f C aesar i s  rev e a led  i n  th e  T h ird  C i t i z e n 's  
exc lam ation  a p p lie d  to  B ru tu s , "L et him be C aesar" ( I I I ,  i i ,  5 6 ) . To
■^W illiam H. F lem ing, S h ak esp ea re 's  P l o t s : A Study in  Dram atic
C o n s tru c tio n  (New York, 1902), p . 258.
1 '\jo d d ard , The Meaning o f S hakespeare . I ,  317.
13A. C. B rad ley , Shakespearean Tragedy (London. 1904), p . 45.
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av o id  having  a  C aesar o r  emperor f o r  Rome was B ru tu s 's  t o t a l  g o a l.
R eferen ces to  i l l n e s s  a re  f re q u e n t in  J u l iu s  C a e sa r . Perhaps
G. W. K night does n o t ex ag g era te  in  say in g  th a t  Antony i s  th e  on ly  w ell 
c h a ra c te r  in  th e  p la y .1^ B ru tu s , c o n s ta n tly  to rn  between d i f f e r in g  con­
c e p ts  o f d u ty , s u f f e r s  what P o r t i a  c a l l s  a  " s ic k  o ffe n c e"  w ith in  th e  
mind. The in n e r  p e r tu rb a t io n s  o f B ru tus a re  r e f l e c te d  in  h i s  f a i l u r e  
to  s le e p . E a rly  i n  th e  drama, B ru tus adm its t h a t  th e  w arring  elem ents 
w ith in  him p rev e n t him from  s le e p in g :
S ince C ass iu s  f i r s t  d id  whet me a g a in s t  C aesar,
1 have n o t s l e p t .
Between th e  a c t in g  o f a  d re a d fu l th in g  
And th e  f i r s t  m otion, a l l  th e  in te r im  i s  
L ike a  phantasm a, o r  a  h ideous dream:
The G enius and th e  m o rta l in s tru m e n ts  
Are th e n  in  c o u n c il ;  and th e  s t a t e  o f man,
L ike to  a  l i t t l e  kingdom, s u f f e r s  th en
The n a tu re  o f an in s u r r e c t io n .  ( I I ,  i ,  61-69)
In  two im p o rtan t scenes o f th e  drama, Act I I ,  S c e n e 'i  and Act IV, Scene 
i i i ,  th e  in n o cen t s le e p  o f young L ucius i s  c o n tra s te d  w ith  B ru tu s 's  
i n a b i l i t y  to  f in d  r e s t .  B ru tu s 's  la c k  o f harmony w ith in  h im se lf  bodes 
i l l  f o r  th e  co n sp ira c y .
The f a t e  o f B ru tus and th e  co n sp iracy  i s  a ls o  p re f ig u re d  by p as­
sag es  o f d ram atic  iro n y . F or exam ple, when B ru tus r e f e r s  to  th e  " f a l l ­
in g  s ic k n e ss"  o f C aesar, C assiu s r e p l i e s ,  "No, C aesar h a th  i t  n o t;  bu t 
you and 1 /  And h o n es t Casca, we have th e  f a l l i n g  s ic k n e ss"  ( I ,  i i ,  257- 
2 5 8 ). During th e  a c tu a l  p lo t t in g  o f th e  co n sp ira cy , C assiu s a n t ic ip a te s  
th e  f u tu r e  trium ph o f  Antony when he i n s i s t s  t h a t  Antony as  w ell as  Cae­
s a r  be k i l l e d :
14George W ilson K n igh t, The Im p e ria l Theme (London, 1951), p . 40.
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. . .  I  th in k  i t  i s  n o t m eet,
Mark Antony, so w ell beloved of C aesar,
Should o u t l iv e  C aesar: we s h a l l  f in d  of him
A shrewd c o n tr iv e r ;  and, you know, h is  means,
I f  he improve them, may w ell s t r e t c h  so f a r
As to  annoy u s  a l l .  ( I I ,  i ,  155-160)
There i s ,  to o , in  th e  same scene p o s s ib le  d ram atic  iro n y  in  L ig a r iu s 's  
speech . When B ru tus d e c la re s  th a t  th e  co n sp iracy  w i l l  do "A p ie c e  of 
work th a t  w i l l  make s ic k  men whole" ( I I ,  i ,  327), L ig a r iu s  q u e s tio n s , 
"But a re  n o t some whole th a t  we must make s ic k ? "  ( I I ,  i ,  328). L ig a r­
i u s ' s  words, a lth o u g h  r e f e r r in g  s p e c i f i c a l ly  to  C aesar, p erhaps have 
a d d i t io n a l  a p p l i c a b i l i ty  to  th e  c o n s p ir a to r s .  L a te r ,  i n  ad d ress in g  
th e  c i t i z e n s  o f Rome, B ru tus sa y s , " I  have done no more to  C aesar th an  
you s h a l l  do to  B ru tu s"  ( I I I ,  i i ,  3 9 -40 ).
A f o r c e f u l  prophecy d e liv e re d  by Antony a f t e r  th e  d ea th  o f C aesar
p o in ts  tp  th e  ensu ing  d i s a s t e r s  which w il l  occur as  a  r e s u l t  o f th e
a s s a s s in a t io n  and f o r e c a s ts  s p e 'c i f ic a l ly  th e  revenge of C a e s a r 's  s p i r i t .
Antony s a y s :
Woe to  th e  hand th a t  shed t h i s  c o s t ly  bloodI 
Over th y  wounds now do I p ro p h esy ,—
Which, l i k e  dumb mouths, do ope t h e i r  ruby l i p s ,
To beg th e  v o ic e  and u t te ra n c e  o f my tongue—
A c u rse  s h a l l  l i g h t  upon th e  lim bs o f men;
Domestic fu ry  and f i e r c e  c i v i l  s t r i f e  
S h a ll  cumber a l l  th e  p a r t s  o f I t a l y ;
Blood and d e s tr u c t io n  s h a l l  be so in  use  
And d re a d fu l o b je c ts  so f a m il ia r  
That m others s h a l l  be sm ile  when th ey  behold  
T h e ir  in f a n ts  q u a r te r 'd  w ith  th e  hands o f war;
A ll p i ty  choked w ith  custom of f e l l  deeds:
And C a e s a r 's  s p i r i t ,  ran g in g  f o r  revenge,
W ith Ate by h i s  s id e  come h o t.fro m  h e l l ,
S h a ll in  th e se  co n fin e s  w ith  a  m onarch 's v o ice  
Cry "H avoc," and l e t  s l i p  th e  dogs o f war;
That t h i s  fo u l  deed s h a l l  sm ell above th e  e a r th
W ith c a r r io n  men, g roan ing  f o r  b u r ia l .  ( I l l ,  i ,  258-275)
Throughout th e  p la y , C assius e x p re sse s  f e a r s  o f Antony, th u s  p re ­
f ig u r in g  A ntony 's  s u c c e s s fu l  o p p o s itio n  to  th e  fo rc e s  o f  th e  co n sp ira cy .
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When B ru tus i s  ex p ress in g  hope th a t  Antony w i l l  be a  f r i e n d  to  th e  con­
s p ira c y  , C assius s a y s :
I wish we may: b u t y e t have I  a  mind
That f e a r s  him much; and my m isg iv in g  s t i l l
F a l l s  shrew dly to  th e  p u rp o se . ( I l l ,  i ,  143-145)
C ass iu s  a ls o  u rg e s  a g a in s t  A ntony 's speak ing  a t  C a e s a r 's  f u n e ra l :
"Know you how much th e  peop le  may be moved/ By th a t  which he w il l  
u t t e r ? "  ( I l l ,  i ,  234-235). Even a f t e r  he i s  o v e rru le d  by B ru tus re g a rd ­
in g  A ntony 's o r a t io n ,  C assiu s  r e i t e r a t e s ,  " I  know n o t what may f a l l ;  I 
l i k e  i t  n o t"  ( I I I ,  i ,  243).
T hat th e  powers o f Antony and O ctav ius w il l  d e fe a t  th e  fo rc e s  of 
th e  co n sp iracy  i s  made c l e a r  in  th e  l a s t  two a c ts  o f th e  drama. In  th e  
e a r l i e r  p a r t  o f Act IV, f o r  example, th e  d iv is io n  between C assiu s and 
B ru tus p o in ts  fo reb o d in g ly  to  a  la c k  o f su c c e ss . The beg inn ing  of t h e i r  
r i f t  i s  marked by L u c i l i u s 's  d e s c r ip t io n  o f C a s s iu s 's  a c t io n s ,  which 
B ru tus d e f in e s  a s  th e  a c t io n s  o f a  "h o t f r ie n d  c o o lin g ."  When C assiu s 
a r r iv e s  a t  th e  camp n ea r S a rd is ,  th e  tem pers on b o th  s id e s  a re  so 
h e a te d  th a t  th ey  must go w ith in  B ru tu s 's  t e n t  so a s  n o t to  be overheard  
i n  t h e i r  argum ents. P erhaps sen sin g  th a t  Nemesis which i s  to  o v ertak e  
them, B ru tus and C assiu s have become i r r i t a b l e  and desponden t. The 
change i n  th e se  men re p re s e n ts  a  change in  th e  d i r e c t io n  o f th e  a c tio n  
o f th e  dram a.15 B ru tu s 's  unw ise and im p u lsiv e  m i l i ta r y  d e c is io n  in  t h i s  
scene to  march down to  th e  enemy and g iv e  b a t t l e  a t  P h i l ip p i  a ls o  f o r e ­
shadows approaching  doom.
When C assius le a v e s , B ru tus i s  l e f t  a lo n e , a l l  h i s  a t te n d a n ts  be­
in g  a s le e p . N oting som ething s tra n g e  about th e  c a n d le , B ru tu s  sees  a
15Flem ing, S hakespeare1 s P l o t s : A Study in  D ram atic C o n s tru c tio n .
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"m onstrous a p p a r i t io n "  coming tow ard him. I t  i s  th e  G host o f J u l iu s  
C aesar, who prom ises to  r e tu rn  to  B ru tus a t  P h i l ip p i .  A lthough speak­
in g  on ly  a  few words, th e  G host appears  p o w erfu l. Follow ing P lu ta r c h 's  
co n cep tio n  th a t  th e  " g re a t  daemon o f C aesar" e x e r te d  profound in f lu e n c e s  
a f t e r  C a e s a r 's  a s s a s s in a t io n ,  Shakespeare l e t s  th e  G host of C aesar re p ­
r e s e n t  a  form  o f r e t r i b u t io n  o r  Nemesis which i s  to  o v e rtak e  B rutus and 
C a ss iu s . Hence, th e  G host becomes what James Thomson c a l l s  th e  "con­
c r e te  embodiment o f th e  t r a g ic  s e n s e ." 16 As th ey  n ea r t h e i r  d e a th s , 
b o th  C assiu s and B ru tus a t t e s t  to  th e  dominion o f th e  s p i r i t  o f C aesar. 
For in s ta n c e , a f t e r  being  s tab b ed  by P in d a ru s , C assiu s say s , "C aesar, 
thou  a re  re v e n g e d ,/  Even w ith  th e  sword th a t  k i l l ' d  th e e "  (V, i i i ,  45- 
4 6 ) . S im ila r ly , upon d isco v e rin g  th e  dead b od ies  o f C assiu s  and T i t i n -  
i u s ,  B ru tus say s:
0 J u l iu s  C aesar, thou  a r t  m ighty y e t i
Thy s p i r i t  walks abroad , and tu rn s  our swords
In to  o u r own p ro p er e n t r a i l s .  (V, i i i ,  94-96)
Omens a re  a ls o  used  to  re v e a l  th a t  th e  cause o f th e  c o n s p ira to r s
i s  f a te d  to  be d is a s t r o u s .  C ass iu s , e a r l i e r  a  cy n ic  i n  re g a rd  to
th in g s  s u p e rn a tu ra l ,  r e p o r ts  th e  fo llo w in g  ominous s ig n s :
Coming from S a rd is ,  on our form er en sig n
Two m ighty e a g le s  f e l l ,  and th e re  th ey  p e rc h 'd ,
G orging and fe ed in g  from  our s o ld i e r s ' hands;
Who to  P h i l ip p i  h e re  co n so rted  u s :
T h is morning a re  th ey  f le d  away and gone;
And in  t h e i r  s te a d s  do rav en s , crows and k i t e s ,
F ly  o 'e r  our heads and downward look on u s ,
As we were s ic k ly  p rey : t h e i r  shadows seem
A canopy most f a t a l ,  under which
Our army l i e s ,  ready to  g ive  up th e  g h o s t. (V, i ,  80-89) 
Throughout th e  f i n a l  a c t  o f  th e  drama a  f a ta l is m  b eg in s  to  pos­
s e s s  B ru tus a s  i f  he seem ingly r e a l i z e s  h i s  impending doom. A tone of
1  fl
James A lexander K err Thomson, Shakespeare and th e  C la s s ic s  
(London, 1952), p . 243.
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r e s ig n a t io n  i s  f e l t  in  many o f B ru tu s 's  f i n a l  speech es. For in s ta n c e , 
in  B ru tu s 's  f i n a l  p a r t in g  w ith  C assiu s , t h i s  to n e  i s  i l l u s t r a t e d :
. . . B u t- th is  same day
Must end th a t  work th e  id e s  o f March begun;
And w hether we s h a l l  meet ag a in  I know n o t .
T h e re fo re  our e v e r la s t in g  fo re w e ll ta k e :
F or e v e r ,-a n d  f o r  e v e r , f a re w e ll ,  C assiu s I 
I f  we do meet a g a in , why, we s h a l l  sm ile ;
I f  n o t, why th e n , t h i s  p a r t in g  was w ell made.
. . .  0 , t h a t  a  man m ight know
The end o f t h i s  d a y 's  b u s in e ss  e re  i t  cornel
But i t  s u f f i c e th  th a t  th e  day w i l l  end,
And th en  th e  end i s  known. (V, i ,  113-126)
As th e  b a t t l e  b e g in s , announcements o f th e  f a i l u r e  o f th e  con­
s p ira c y  become q u i te  d i r e c t .  C ass iu s , fo r .e x a m p le , remembering th a t  
th e  c u r re n t  day i s  h is  b ir th d a y , say s,
T h is  day I b re a th e d  f i r s t :  tim e i s  come round,
And where 1 d id  b eg in , th e re  s h a l l  1 end;
My l i f e  i s  ru n  h is  compass. (V, i i i ,  23-25)
At th e  d ea th  o f  C a ss iu s , T i t in iu s  v iv id ly  in d ic a te s  th a t  B ru tu s 's
chances fo r  a  Roman r e p u b l ic  a re  gone:
. . .  0 s e t t i n g  sun,
As in  th y  re d  ra y s  thou  dost s in k  to  n ig h t ,
So in  h i s  red  blood C a ss iu s ' day i s  s e t ;
The sun o f Rome i s  s e t  I Our day i s  gone;
C louds, dews, and dangers come; o u r deeds a re  doneI
(V, i i i ,  60-64)
These t r a g ic  e v e n ts  ending th e  p la y  com plete a  p a t te r n  o f which 
foreshadow ing i s  a  b a s ic  e lem en t. Time comes round, th e  compass sug­
g e s ts  a  com pleted c i r c l e ,  and th e  sun s e t s .  A ll has been a n t ic ip a te d .  
The in te rw eav in g  o f  foreshadow ing in  th e  t o t a l  p la n  o f th e  drama sug­
g e s ts  th e  tech n iq u e  o f th e  g re a t  t r a g e d ie s ,  though t h i s  in te rw eav in g  
becomes in  them more s u b t le .
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T ro ilu s  and C re ss ld a
T ro ilu s  and C re ss ld a  has long  been th e  most p e rp le x in g  p la y  i n  
- -the Shakespeare canon. Through th e  y ea rs  c r i t i c s  have c a l le d  i t  a  
s a t i r e ,  a  comedy, a  tra g e d y , and even a  b u rle sq u e . In  t h i s  s tudy  th e  
p la y , because o f i t s  tre a tm e n t o f a  s e r io u s  theme, th e  f a l l  o f Troy, 
and i t s  t r a g ic  approach to  th e  dow nfall o f  H ec to r, i s  c o n s id e red  to  be 
a  tra g e d y .
In  com parison w ith  th e  m ajor t r a g e d ie s ,  T ro ilu s  and C re ss ld a  has 
v ery  l i t t l e  fo reshadow ing, much of t h i s  coming too l a t e  to  be o f much 
im portance d ra m a tic a lly  o r  s t r u c t u r a l ly .  Perhaps t h i s  la c k  o f p re p a ra ­
t i o n  e x p la in s  in  p a r t  th e  d ram atic  u n iq u en ess  o f t h i s  p la y . W ithout 
S h ak esp e a re 's  u su a l a n t ic ip a to ry  p a ssag es , T ro ilu s  and C re ss ld a  la c k s  
u n i ty ,  c e n t r a l  fo c u s , and s in g le n e s s  o f d ram atic  e f f e c t .  In  th e  p re ­
v io u s ly  examined p la y s , bo th  h i s t o r i e s  and t r a g e d ie s ,  S h ak esp ea re 's  
t y p ic a l  d ram atic  te ch n iq u e  has been to  d i r e c t  a t t e n t io n  tow ard th a t  
which i s  im p o rtan t and to  re v e a l  th roughou t th e  p lay  th e  f i n a l  outcome. 
I n  th e se  dramas th e  knowledge o f th e  aud ience g e n e ra lly  exceeds t h a t  o f 
th e  c h a ra c te r s .  In  T ro ilu s  and C re s s ld a . however, Shakespeare seem ingly 
r e v e rs e s  h is  e a r l i e r  tech n iq u e  and in s te a d  w r ite s  a  drama in  which th e  
van tage  p o in t  o f th e  aud ience r a r e ly  r i s e s  above th a t  o f th e  c h a ra c te r s .
As a  r e s u l t  o f S h ak esp ea re 's  la c k  of p re p a ra t io n , many o f th e  
scenes in  t h i s  drama a re  somewhat l im ite d  in  d ram atic  e f f e c t .  Q u ite  
ty p ic a l  of S hakespeare ' s  method th roughou t t h i s  p la y  i s  h i s  in tro d u c ­
t i o n  o f th e  T ro ilu s  and C re ss ld a  lo v e  a f f a i r .  C re ss ld a , in  h e r f i r s t  
m eeting w ith  Pandarus in  th e  drama, p re te n d s  no t to  be in te r e s t e d  in  
T r o i lu s .  Only a f t e r  th e  pagean t o f th e  w a rr io rs  i s  p re se n te d  and on ly  
a f t e r  Pandarus le a v e s  does C ress ld a  inform  us o f h e r  lo v e  f o r  T ro ilu s :
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But more in  T ro ilu s  thousand f o ld  1 see 
Than in  th e  g la s s  o f P a n d a r 's  p r a is e  may be;
Then though my h e a r t 's  c o n te n t f irm  lo v e  do th  b e a r ,
N othing o f th a t  from mine eyes ap p ear. ( I ,  i i ,  310-321)
S h ak esp ea re 's  u su a l method would be to  p u t C re s s id a 's  avowal o f lo v e  a t  
th e  beg inn ing  o f th e  scene and th en  have C re ss id a  p re te n d  h e r i n d i f ­
f e re n c e .
The c lim a c tic  scene in  which T ro ilu s  and C re ss id a  consummate 
t h e i r  lo v e  i s  n o t a n t ic ip a te d .  At th e  c lo se  o f Act I ,  Scene i i ,  bo th  
T ro ilu s  and Pandarus would have b e lie v e d  C re ss id a  to  be i n d i f f e r e n t  to  
th e  lo v e  o f T r o i lu s .  However, when nex t we see P andarus, we may o n ly  
i n f e r  t h a t  h i s  a tte m p ts  have proven s u c c e s s fu l ,  f o r  he i s  a sk in g  P a r is  
to  make T ro ilu s* s  excuse to  Priam  so th a t  T ro ilu s  cou ld  meet C re ss id a  
in  th e  garden .
The p re p a ra tio n  f o r  A c h i l l e s 's  d e c is io n  to  f i g h t  a g a in s t  th e  Tro­
ja n s ,  B e rtran d  Evans p o in ts  o u t,  i s  mismanaged by Shakespeare..17 U lys­
se s  seems to  b e lie v e  th a t  A c h i l l e s 's  f a i l u r e  to  g iv e  b a t t l e  i s  caused 
by h is  p r id e ,  and upon t h i s  th e s i s  U lysses p la n s  a  s e r i e s  o f s te p s  by 
which to  persuade A c h ille s  to  p u t on h is  armor and f i g h t .  A lthough 
U ly s s e s 's  p la n s  a re  b u i l t  upon th e  f a c t  t h a t  A c h i l l e s 's  p r id e  keeps 
him from  f ig h t in g ,  A c h i l le s ’ s r e a l  rea so n  fo r  r e f r a in in g  from  b a t t l e ,  
a  f a c t  which U ly sses  s u rp r is in g ly  knows, i s  h is  lo v e  f o r  P o lyxena. U l­
t im a te ly ,  A c h ille s  jo in s  th e  b a t t l e  a g a in s t  th e  T ro ja n s . However, h i s  
jo in in g  i s  th e  r e s u l t  o f th e  d ea th  o f h i s  f r ie n d ,  P a tro c lu s ,  n o t a  r e ­
s u l t  o f  th e  s tr a te g y  o f U ly sses .
17B ertran d  Evans, S h ak esp ea re 's  Comedies (O xford, I9 6 0 ), 
p p . 169-174.
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Lack o f p re p a ra t io n  i s  a ls o  n o ted  in  one o f th e  c e n t r a l  in c id e n ts  
o f T ro ilu s  and C re s s id a . th e  u n fa i th fu ln e s s  o f C re s s id a . There a re  r e l ­
a t iv e ly  few p assag es  o f foreshadow ing which p o in t to  C r e s s id a 's  i n f i d e l ­
i t y  in  th e  Greek camp. In  T ro ilu s  and C re ss id a  Shakespeare r e l i e d  
p r im a r i ly  upon th e  e x tra -d ra m a tic  knowledge o f th e  aud ience  re g a rd in g  
th e  t r u e  n a tu re  o f C re ss id a . Although th e re  i s  l i t t l e  a n t ic ip a t io n  of 
C re s s id a 's  i n f i d e l i t y ,  a  few l in e s  seem to  p rep a re  i n d i r e c t ly  f o r  h e r 
change o f a c t io n  in  th e  Greek camp. F or example, some apprehensions 
re g a rd in g  T ro ilu s  and C re s s id a ’s love  a re  ex p ressed  a t  th e  tim e of 
t h e i r  f i r s t  m eeting in  th e  p la y . When T ro ilu s  ask s  C re ss id a , "What too  
c u r io u s  d reg  e s p ie s  my sw eet lad y  in  th e  fo u n ta in  o f our lo v e ? ” ( I l l ,  
i i ,  7 0 -7 1 ), C re ss id a  r e p l i e s ,  "More d reg s  th a n  w ater, i f  my f e a r s  have 
eyes"  ( I I I ,  i i ,  7 2 ) . L a te r  in  th e  same scene C re ss id a , f o r  a  moment 
seem ingly ashamed o f h e r u n w o rth in ess , c o n fe sse s  to  T ro i lu s :
I  have a  k in d  o f s e l f  r e s id e s  w ith  you;
But an unkind s e l f ,  t h a t  i t s e l f  w i l l  le a v e ,
To be a n o th e r 's  f o o l .  ( I l l ,  i i ,  155-157)
The above l in e s  p o in t  to  a  complex d u a l p e r s o n a l i ty  w ith in  C ress id a ,
one s id e  o f h e r  t h a t  w i l l  rem ain f a i t h f u l  to  T ro ilu s  and th e  o th e r  th a t  
w i l l  p rove f a l s e .  Such a  com plexity  o f  c h a ra c te r ,  however, i s  n o t main­
ta in e d .  The p a r t in g  o f T ro ilu s  and C re ss id a  in  Act IV may a ls o  c o n ta in  
v e i le d  h in t s  a s  to  C r e s s id a 's  b e tr a y a l  o f T r o i lu s .  B efore t h e i r  p a r t ­
in g  bo th  C re ss id a  and T ro ilu s  seem o v e r ly  concerned w ith  th e  o th e r 's  
f a i th f u ln e s s ,  and each asks th e  o th e r  re p e a te d ly  to  be t r u e .  T ro ilu s  
p o in ts  o u t t h a t  "The G rec ian  youths a re  f u l l  o f  q u a l i t y ; /  T h e y 're  lo v ­
in g , w ell composed w ith  g i f t s  o f n a t u r e , /  Flowing and sw e llin g  o ’e r
w ith  a r t s  and e x e rc is e "  (IV , iv ,  78-80) and hopes t h a t  th e  "h igh
l a v o l t , "  "sw eeten t a l k , "  and " s u b tle  games" o f th e  "m erry G reeks" w il l
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n o t prove a  te m p ta tio n  to  C re ss id a  (IV , iv ,  8 8 -9 3 ).
When C re ss id a  g e ts  to  th e  Greek camp, she r e c e iv e s  k is s e s  from
th e  G reeks and i s  im m ediately  n o tic e d  by U ly sses  to  be a  s tru m p et:
F ie ,  f i e  upon h e r l 
T h e re 's  language in  h e r  eye , h e r  cheek, h e r  l i p ,
Nay, h e r  fo o t  speaks; h e r  wanton s p i r i t s  look  o u t
At every  j o i n t  and m otive o f h e r  body.
0 , th e se  e n c o u n te re rs , so g l ib  o f tongue,
T hat g iv e  a c c o s tin g  welcome e re  i t  comes,
And wide u n c la sp  th e  ta b le s  o f t h e i r  th o u g h ts  
To every  t i c k l i s h  re a d e rI  s e t  them down 
F or s l u t t i s h  s p o i l s  o f o p p o r tu n ity
And daughters- o f th e  game. (IV , v , 54-63)
A fte r  U ly s s e s 's  speech above, C re ss id a  becomes and rem ains th e  " f a ls e  
C ress id "  o f t r a d i t i o n .
Even though o n ly  l im ite d  foreshadow ing i s  employed, an aw areness 
o f C re s s id a 's  f a ls e n e s s  i s  e s s e n t i a l  f o r  th e  d ram atic  e f f e c t  o f many 
l i n e s  in  th e  p la y .  For in s ta n c e , such an aw areness makes p o s s ib le  what 
i s  perhaps S h ak e sp e a re 's  most s p e c ta c u la r  e x p lo i ta t io n  o f iro n y . Prom­
is in g  e te r n a l  f a i th f u ln e s s ,  C re ss id a  say s:
I f  I  be f a l s e ,  o r  swerve a  h a i r  from t r u t h ,
When tim e i s  o ld  and h a th  fo rg o t  i t s e l f ,
When w aterd rops have worn th e  s to n e s  o f T roy,
And b l in d  o b liv io n  sw allow 'd  c i t i e s  up ,
And m ighty s t a t e s  c h a r a c te r le s s  a re  g ra te d  
To dusty  n o th in g , y e t l e t  memory,
From f a l s e  to  f a l s e ,  among f a l s e  maids in  lo v e ,
U pbraid my fa lseh o o d  I when th e y 'v e  s a id  " a s  f a l s e  
As a i r ,  a s  w a te r, wind, o r  sandy e a r th ,
As fo x  to  lamb, as wolf to  h e i f e r 's  c a l f ,
P a rd  to  th e  h in d , o r  stepdame to  h e r  so n ,"
"Y ea," l e t  them say, to  s t i c k  th e  h e a r t  o f  fa lse h o o d ,
"As f a l s e  as  C re s s id ."  ( I l l ,  i i ,  191-203)
Even P andarus, whose name th rough  legend  h as  s u f fe re d  infam y, i r o n i ­
c a l ly  s t a t e s ,
I f  ev er you prove f a l s e  one to  a n o th e r , s in c e  I have tak en  
such p a in s  to  b r in g  you to g e th e r ,  l e t  a l l  p i t i f u l  goers-betw een  
be c a l le d  to  th e  w o r ld 's  end a f t e r  my name; c a l l  them a l l  
P an d a rs . ( I l l ,  i i ,  206-209)
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Shakespeare combined two s to r i e s  in  T ro ilu s  and C re s s id a . th e  
lo v e  s to ry  and th e  d e fe a t  o f  H ector by A c h i l le s .  Through fo u r  a c ts  of 
th e  drama th e  aud ience i s  g iven  no in d ic a t io n  o f which i s  more impor­
t a n t ;  in c id e n ts  o f th e  two s to r i e s  re p e a te d ly  in t e r r u p t  each o th e r .
Nor in  th e se  fo u r  a c t s  do we su sp ec t H e c to r 's  impending tra g e d y . The 
r e c o g n it io n  of iro n y  in  H e c to r 's  words to  A c h il le s ,  " I ' l l  k i l l  th e e  
every  where, yea, o 'e r  and o 'e r "  (IV , v , 254), would depend upon th e  
e x tra -d ra m a tic  knowledge o f th e  aud ience and n o t by th e  in fo rm a tio n  
g iven  by foreshadow ing .
In  Act V, though a  l i t t l e  l a t e  to  be o f r e a l  v a lu e , Shakespeare 
r e tu r n s  to  h is  t r a d i t i o n a l  method o f announcing f u tu r e  e v e n ts .  In  t h i s  
f i n a l  a c t  he seems to  be in te n t io n a l ly  w r i tin g  a  tra g e d y , w ith  th e  em­
p h a s is  upon th e  f a l l  o f H ecto r and a l l  e l s e ,  in c lu d in g  th e  lo v e  a f f a i r  
o f T ro ilu s  and C re s s id a , su b o rd in a ted  to  i t .  H is la te n e s s  in  develop­
in g  th i s  m o tif i s  p erhaps one rea so n  why c r i t i c s  have d i f f i c u l t y  in  
c la s s i f y in g  th i s  p la y .
H ecto r i s  g iv en  a  t r a g ic  f la w  in  th e  p la y , th a t  o f b e in g  too  gen­
t l e  to  th o se  a t  a  d isad v an tag e  i n  b a t t l e .  S ta r t in g  i n  Act IV, Scene v , 
r e fe re n c e s  a re  made to  H e c to r 's  k in d n ess  i n  b a t t l e .  F o r exam ple, U lys­
s e s  g iv e s  T ro ilu s  an advantage over H ecto r in  war, "For H ec to r in  h is  
b la z e  o f w rath s u b s c r ib e s /  To te n d e r  o b je c ts "  (IV , v , 105-106). In  th e  
same scene N esto r a ls o  p o in ts  o u t H e c to r’s f a i r n e s s  in  b a t t l e :
I  have, thou  g a l la n t  T ro ja n , seen th e e  o f t
•  • • • • • • • • • • • • • • • a * * * *
When thou  h a s t  hung th y  advanced sword i '  th e  a i r ,
Not l e t t i n g  i t  d e c lin e  on th e  d e c lin e d ,
That I  have s a id  to  some my s ta n d e rs  by
"Lo, J u p i te r  i s  yonder, d e a lin g  l i f e l "  (IV , v , 183-191) 
T ro i lu s  p o in ts  o u t to  H ector t h i s  " v ic e  o f mercy" which e x i s t s  w ith in  
him:
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When many tim es th e  c a p tiv e  G rec ian  f s i l l s ,
Even in  th e  fa n  and wind o f your f a i r  sword,
You b id  them r i s e ,  and l i v e .  (V, i i i ,  40-42)
As would be expected  from t h i s  p re p a ra t io n , H ecto r i s  k i l l e d  a s  a  r e ­
s u l t  o f t h i s  t r a i t .  R efusing  an advantage in  f ig h t in g  A c h il le s ,  H ector 
l a t e r  r e s t s  and r e c e iv e s  th e  blows o f th e  Myrmidons whom A c h ille s  has 
cow ardly s e n t to  k i l l  him.
H e c to r 's  d ea th  i s  ad eq u a te ly  foreshadow ed in  Act V, Scene i i i .
As H ector i s  p re p a rin g  to  le a v e  f o r  what tu rn s  o u t to  be h i s  l a s t  b a t­
t l e ,  h i s  w ife , Andromache, a ttem p ts  to  d issu ad e  him from le a v in g . 
Andromache, l i k e  P o r t i a  and C a lp u rn ia  in  J u l iu s  C ae sa r, has had ominous 
dreams (V, i i i ,  1 1 -1 2 ). H e c to r 's  s i s t e r ,  C assandra, who had been g iven  
th e  g i f t  o f  prophecy by A pollo , b e l ie v e s  t h a t  H ecto r should  n o t go to  
b a t t l e  and u rg e s  him to  fo llo w  th e  ad v ice  o f h i s  w ife . Even H e c to r 's  
f a th e r ,  King P riam , s t a t e s  pow erful re a so n s  f o r  H e c to r 's  n o t le a v in g :
Come, H ec to r, come, go back:
Thy w ife  h a th  d ream 'd ; th y  mother h a th  had v is io n s ;
C assandra doth  fo re s e e ;  and 1 m yself 
Am l i k e  a  p ro p h e t suddenly en ra p t 
To t e l l  th e e  t h a t  t h i s  day i s  ominous:
T h e re fo re , come back . (V, i i i ,  62-67)
As H ecto r i s  abou t to  leav e  f o r  b a t t l e ,  C assandra d e p ic ts  th e  lam enta­
b le  p ic tu r e  o f what th e  r e s u l t  w il l  be:
0 , f a re w e ll ,  dear H ectorI 
Look, how thou  d ie s t l  lo o k , how th y  eye tu rn s  p a le  I 
Look, how th y  wounds do b leed  a t  many v en tsI  
Hark, how Troy ro a r s  I how Hecuba c r i e s  o u t I 
How poor Andromache s h r i l l s  h e r  d o lo u rs  f o r th I  
B ehold, d i s t r a c t i o n ,  fre n z y  and amazement,
L ike  w i t le s s  a n t ic s ,  one a n o th e r m eet,
And a l l  c r y , H ector i H e c to r ' s deadI 0 H e c to r!
(V, i i i ,  80-87)
Shakespeare u se s  much l e s s  a n t ic ip a t io n  and fo reb o d in g  in  T ro ilu s  
and C re ss id a  th a n  one would norm ally  ex p e c t. S ince  th e  E liz a b e th a n  
aud ience would ten d  to  know th e  Troy m a te r ia l ,  Shakespeare perhaps d id
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n o t f in d  p re p a ra t io n  to o  im p o rtan t and was c o n te n t m erely to  r e ly  upon 
th e  e x tra -d ra m a tic  knowledge o f th e  au d ien ce . However, in  o th e r  t r a g ­
e d ie s ,  many o f whose s to r i e s  were f a m il ia r  to  th e  aud ien ce , Shakespeare 
u se s  much foreshadow ing . In  J u l iu s  C ae sa r , f o r  example, a  s to ry  w e ll-  
known to  th e  E liz a b e th a n s , Shakespeare in c lu d e s  many a n t ic ip a to ry  p as­
s a g e s . T h e re fo re , i t  i s  n o t too  c le a r  why Shakespeare d e v ia te d  from 
h is  t r a d i t i o n a l  p r a c t ic e s  in  T ro ilu s  and C re s s id a . However, i t  does 
seem th a t  he was n o t to o  p le a se d  w ith  h i s  d ram atic  c o n s tru c t io n  in  t h i s  
play,- f o r  im m ediately  he r e tu rn s  to  a  d ram atic  p a t te r n  w herein  ex p ec ta ­
t i o n  i s  developed w ith in  th e  drama i t s e l f .
Hamlet
H am let. th e  e a r l i e s t  w r i t te n  ofi S h ak esp ea re 's  fo u r  g re a t  t r a g e d ie s ,  
shows new advances i n  th e  tech n iq u es  o f a n t ic ip a t io n  and fo reb o d in g .
From th e  very  b eg in n in g  o f th e  p lay  a  c lim a te  of app rehension  and a 
f e e l in g  of impending doom p o in t to  th e  i n e v i t a b i l i t y  o f H am le t's  t r a g ic  
f a t e .  By means o f  th e  r e l a t in g  o f u n n a tu ra l happenings, o f b leak  phy­
s i c a l  su rro u n d in g s, o f d iso rd e r  in  Denmark, o f images o f decay, o f p re ­
m onitory  e x p re ss io n s , and o f  H am le t's  c h a ra c te r ,  th e  a p p ro p r ia te  t r a g ic  
atm osphere i s  formed by S hakespeare.
As in  each o f S hakespeare ' s g r e a t  t r a g e d ie s ,  th e  opening scene of 
Hamlet i s  im p o rtan t in  e s ta b l is h in g  th e  f e e l in g  o f ap p reh en sio n . As 
Hamlet b e g in s , B ernardo , th e  oncoming s e n try ,  is s u e s  th e  ch a lle n g e  
"Who's th e re ? "  ( I ,  i ,  1) to  a  man a lre a d y  on d u ty . Im m ediately , d i s ­
o rd e r  and in v e rs io n  a re  shown to  be p re v a le n t  in  Denmark.3-8 In  th e
18N e v ill  C o g h ill,  "Shakespeare a s  a  D ra m a tis t,"  T a lk in g  o f Shake­
s p e a re . ed . John G a r r e t t  (London, 1954), p . 26.
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opening  scene o f Hamlet N ature i t s e l f  i s  a p p a re n tly  in  r e v o l t  a g a in s t
th e  e v i l  in  Denmark, f o r  happenings a re  d e sc rib e d  which l i e  o u ts id e  th e
o rd in a ry  co u rse  o f N a tu re . In  l i n e s  f i l l e d  w ith  p re sen tim e n ts  H o ra tio
draws th e  p a r a l l e l  between th e se  u n n a tu ra l phenomena and th o se  which
o ccu rred  p reced in g  th e  d ea th  o f J u l iu s  C aesar:
In  th e  most h ig h  and palmy s t a t e  o f Rome,
A l i t t l e  e re  th e  m ig h tie s t  J u l iu s  f e l l ,
The g raves s to o d  te n a n t le s s  and th e  sh ee ted  dead 
Did squeak and g ib b er in  th e  Roman s t r e e t s :
As s t a r s  w ith  t r a in s  o f f i r e  and dews o f b lood,
D is a s te r s  in  th e  sun; and th e  m oist s t a r  
Upon whose in f lu e n c e  N ep tu n e 's  em pire s ta n d s  
Was s ic k  a lm ost to  doomsday w ith  e c l ip s e :
And even th e  l i k e  p re c u rse  o f f e a r ’d e v e n ts ,
As h a rb in g e rs  p reced in g  s t i l l  th e  f a t e s  
And p ro logue  to  th e  omen coming on,
Have heaven and e a r th  to g e th e r  dem onstrated
Unto our c lim a tu re s  and countrym en. ( I ,  i ,  113-125)
H o ra tio  o b serv es  th e s e  s tra n g e  e v en ts  to  be om inously in d ic a t iv e  o f th e  
f u tu r e .  M arce llu s , to o , in  th e  opening scene n o tic e s  th e  s tra n g e  hap­
p en ings and c o n t r a s t s  th e  p re s e n t  o m e n -fille d  n ig h t w ith  th e  ho ly  n ig h t 
"W herein o u r S a v io u r 's  b i r t h  i s  c e le b ra te d " :
And th en , th ey  say , no s p i r i t  d are  s t i r  abroad ;
The n ig h ts  a re  wholesome; th e n  no p la n e ts  s t r i k e ,
No f a i r y  ta k e s ,  nor w itch  h a th  power to  charm,
So h a llo w 'd  and so g rac io u s  i s - t h e  tim e . ( I ,  i ,  161-164)
S t i l l  o th e r  e v e n ts  o ccu r which a re  o u ts id e  th e  normal co u rse  o f N atu re .
F o r exam ple, as  he m eets th e  G host o f  h i s  f a th e r ,  Hamlet o b se rv es :
. . . th e  sep u lc h re ,
W herein we saw th e e  q u ie t ly  i n t e r r 'd ,
Hath oped h i s  ponderous and m arble jaw s,
To c a s t  th e e  up a g a in . ( I ,  iv ,  48-51)
The appearance o f a  g h o s t, an im p ressiv e  fo reb o d in g  d ev ice  on th e  
E liz a b e th a n  s ta g e , was alw ays accep ted  a s  an in d ic a t io n  o f impending 
c a la m ity . Bernardo p o in ts  to  th e  G host o f H am le t's  f a th e r  as  be ing  a  
" p o rte n to u s  f ig u re "  ( I ,  i .  109 ). In  o rd e r  to  in te n s i f y  th e  fo rebod ing
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q u a l i t i e s  o f th e  G host, Shakespeare d e p ic ts  i t  a s  being  c lo s e ly  a s s o c i­
a te d  w ith  h e l l .  For in s ta n c e , Hamlet t e l l s  H o ra tio , " I ' l l  speak to  i t ,  
though h e l l  i t s e l f  should  gape" ( I ,  i i ,  245). Another tim e Hamlet asks 
th e  G host, "B ring  w ith  th e e  a i r s  from heaven o r  b l a s t s  from h e l l? "  (IV, 
iv ,  4 1 ). As in  answer to  t h i s  q u e s tio n , th e  G host l a t e r  r e p l ie s ,
My hour i s  a lm ost come,
Wien I  to  su lphurous and to rm en tin g  flam es
Must re n d e r  up m y se lf. ( I ,  v , 3 -5)
T hat th e  coming o f th e  Ghost i s  an i l l  omen i s  made e x p l i c i t  in  two
sp eech es. In  th e  f i r s t  o f  th e s e ,  Hamlet ex c la im s, "My f a t h e r 's  s p i r i t
i n  arms I a l l  i s  n o t w e ll"  ( I ,  i i ,  255). In  th e  second of th e se  d i r e c t
s ta te m e n ts  o f a n t ic ip a t io n ,  H o ra tio  sa y s ,
In  what p a r t i c u la r  th o u g h t to  work I know n o t;
But in  th e  g ro ss  and scope of my o p in io n ,
T h is  bodes some s tra n g e  e ru p tio n  to  o u r s t a t e .
( I ,  i ,  67-69)
The mood o f  e v i l  and fo reb o d in g , p a r t i a l l y  e s ta b lis h e d  by r e f e r ­
ences to  u n n a tu ra l  happenings, i s  s tre n g th e n e d  by th e  d e s c r ip t io n s  of 
th e  b leak  p h y s ic a l su rround ings o f th e  p la y . In  th e  opening scene, f o r  
exam ple, th e  d ark n ess  o f n ig h t a t  m id n ig h t, th e  c o ld n e ss , and th e  q u ie t ' 
n e ss  under th e  c a s t l e  b a ttle m e n ts  h e lp  to  c r e a te  a  f e e l in g  of apprehen­
s io n .  The em otion evoked by F ra n c is c o ’ s s ta te m e n t, " ' t i s  b i t t e r  c o l d , /  
And I  am s ic k  a t  h e a r t"  ( I ,  i ,  7 -8 ) ,  i s  perhaps r e p re s e n ta t iv e  o f th e  
alarm  f e l t  th ro u g h o u t th e  opening scene .
R e la tin g  th e  in te r n a l  c o n d itio n  o f Denmark i s  an o th er d ev ice  o f 
foreshadow ing used  i n  H am let. The u n n a tu ra l o ccu rren ces  in  th e  world 
o f  N atu re  a re  p a r a l le le d  by th e  in v e rs io n s  which have tak en  p la c e  in ­
s id e  Denmark. As Maynard Mack p o in ts  o u t, th e  "w ise co u n c ilo r"  CpoI o-  
n iu s l  i s  a  te d io u s  windbag and a  f o o l i s h  m eddler; th e  "man o f honor" 
(jL aertes] has no t r u s t  in  a n o th e r 's  honor and none o f h is  own; th e
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" f r ie n d s "  ftto sen cran tz  and G u ild en ste rn ) a re  a c tu a l ly  s p ie s ;  th e  " loved  
one" [O pheli^} co n sen ts  to  be used  as  a  decoy by h e r  f a th e r  and th e  
K ing; and th e  " id e a l  c o u r t ie r "  (jHamlet] i s  reduced  to  anguished i n t r o ­
s p e c t io n .19 Hamlet b eg in s  w ith  s in ,  th a t  o f  th e  K in g 's  p o u rin g  p o ison  
in to  H am le t's  f a t h e r 's  e a r .  T h is l i t e r a l  p o iso n , however, becomes sym­
b o l ic a l  and seem ingly sp read s  i t s  venom everyw here, p o iso n in g  a l l  of 
Denmark. There a re  s e v e ra l  s ta te m en ts  i n  th e  p lay  which in d ic a te  th e  
c o n d itio n  o f Denmark. H am let, f o r  example, b e lie v e s  t h a t  "Denmark's a  
p r is o n "  ( I I ,  i i ,  249). M arce llu s  s t a t e s  t h a t  "Som ething i s  r o t t e n  in  
th e  s t a t e  o f Denmark" ( I ,  i v ,  9 0 ).
The concept i n  Hamlet o f  s in  g a th e r in g  head and sp read in g  co rru p -
20 21 t i o n  i s  a  c e n t r a l  one . Both Wolfgang Clemen and C aro lin e  Spurgeon
p o in t  o u t' th a t  t h i s  concep t i s  th e  dominant though t in  th e  im agery of
th e  play-. Many a n a lo g ie s  i n  Hamlet in d ic a te  t h a t  a  f la w  o r  d e fe c t may
b r in g  one to  d e s tr u c t io n .  F or exam ple, th e  im agery in  L a e r te s ' warning
to  h is  s i s t e r  r e in fo r c e s  s u b tly  th e  g en e ra l fo reb o d in g  o f th e  p la y  and
even su g g ests  th e  imminence o f " b la s tm e n ts " :
The canker g a l l s  th e  in f a n ts  o f th e  sp r in g ,
Too o f t  b e fo re  t h e i r  b u tto n s  be d is c lo s e d ,
And in  th e  morn and l iq u id  dew o f youth
C ontagious b la s tm e n ts  a re  most im m inent. ( I ,  i i i ,  39-42)
A nother com parison i s  drawn by th e  K ing.
There l i v e s  w ith in  th e  v ery  flam e o f love 
A k in d  o f  wick o r  sn u ff  t h a t  w i l l  a b a te  i t .
(IV , v i i ,  115-116)
19Maynard Mack, "The Jacobean Shakespeare: Some O b serv a tio n s  on
th e  C o n s tru c tio n  o f  th e  T ra g e d ie s ,"  Jacobean T h e a tre , ed . John Brown 
e t  a l .  (London, 1960), p . 31.
20Wolfgang H. Clemen, The Development o f  S h ak esp ea re 's  Imagery 
(Cam bridge, M ass., 1951), pp . 114-116.
^ S hakespeare♦s Imagery and What i t  T e l ls  Us. pp . 316-318.
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S im ila r ly , Hamlet t e l l s  h i s  m other t h a t  "rank  c o r ru p tio n , m ining a l l  
w i th in , /  I n f e c t s  unseen" ( I I I ,  i v ,  147-149). L a te r ,  when Hamlet ob­
se rv e s  F o r tin b ra s  le a d in g  h i s  men to  b a t t l e  f o r  a  w o rth le ss  "p a tch  of 
•land ," Hamlet say s ,
T h is  i s  th e  imposthume o f much w ealth  and p eace ,
That inw ard b reak s , and shows no cause w ithou t
Why th e  man d ie s .  (IV , iv ,  27-29)
In  each o f th e  above examples a  fo rc e  i s  shown which s i l e n t l y  d e s tro y s  
th in g s  from w ith in . The above com parisons a re  a p p lic a b le  to  th e  s i t u a ­
t i o n  in  Denmark, f o r  t h i s  co u n try , as  a  r e s u l t  o f  King C la u d iu s 's  p o i­
son ing  o f  H am le t's  f a th e r ,  i s  d e p ic te d  a s  be ing  in t e r n a l ly  c o r ru p t .
In  a d d it io n  to  th e  r e p o r t in g  o f u n n a tu ra l o c c u rren c es , th e  de­
s c r ip t io n  o f b leak  p h y s ic a l  su rro u n d in g s , th e  in d ic a t io n  o f d iso rd e r  
w ith in  Denmark, and th e  images o f decay, Shakespeare u se s  v a r io u s  p re ­
m onitory  e x p re ss io n s  to  c r e a te  a  t r a g ic  atm osphere. On a  few  o ccas io n s  
d ram atic  iro n y  i s  used  a s  a  fo rew arn ing  d ev ice . For exam ple, when Ham­
l e t  g re e ts  H o ra tio  in  E ls in o re , Hamlet t e l l s  h is  f r ie n d ,  "W e 'll te ach  
you to  d r in k  deep e re  you d e p a r t"  ( I ,  i i ,  175). This l i n e ,  in  i t s  s u r ­
fa c e  meaning on ly  a  prom ise o f c o n v iv ia l  h o s p i t a l i t y ,  perhaps c o n ta in s  
a  p rem o n itio n  o f th e  f i n a l  tra g e d y . In  th e  l a s t  a c t  o f  th e  p la y  Hamlet 
t e l l s  H o ra tio  about h i s  p lanned du e l w ith  L a e rte s  and th e  wager p laced  
upon th e  f ig h t  by th e  K ing. H o ra tio , hav ing  p re sen tim e n ts  about t h i s  
d u e l, t e l l s  H am let, "You w i l l  lo s e  t h i s  wager, my lo rd "  (V, i i ,  219). 
Ham let, to o , has ^n isg iv ings about th e  d u e l, f o r  he r e p l ie s  to  H o ra tio , 
"But thou w ouldst n o t th in k  how i l l  a l l ' s  h e re  about my h e a r t"  (V, i i ,  
222-223).
On some o ccas io n s  th e  p rem onito ry  comment e x h ib i ts  f e a r  o f  an un­
named consequence in  th e  f u tu r e .  Queen G ertru d e , f o r  example, f e e l s
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th e  approaching  of some unnamed d i s a s t e r  when, on h e a r in g  of O p h e lia 's  
m adness, she excla im s:
To my s ic k  so u l, a s  s i n 's  t r u e  n a tu re  i s ,
Each to y  seems p ro logue to  some g re a t  am iss . (IV , v , 17-18)
S im ila r ly ,  th e  King employs in d i r e c t ly  th e  p rem onito ry  comment in  h is
enum erating th e  t r a g e d ie s  which have tak en  p la c e  in  Denmark and i n  h is
f o r e t e l l i n g  s u b tly  t h a t  which i s  to  come:
When sorrow  come, th ey  come no t s in g le  s p ie s ,
But in  b a t t a l io n s .  F i r s t ,  h e r  f a th e r  s la in :
N ext, your son gone; and he most v io le n t  a u th o r 
Of h is  own j u s t  remove: th e  peop le  muddied,
Thick and unwholesome in  t h e i r  th o u g h ts  and w h isp ers ,
. . . poor O phelia
D iv ided  from  h e r s e l f  and h e r  f a i r  judgem ent, 
W ithout th e  which we a re  p ic tu r e s ,  o r  mere b e a s ts :  
L a s t ,  and a s  much c o n ta in in g  as a l l  th e s e ,
H er b ro th e r  i s  in  s e c r e t  come from F ran ce ;
Feeds on h i s  wonder, keeps h im se lf  in  c lo u d s ,
And w ants n o t buzzers  to  i n f e c t  h is  ea r  
With p e s t i l e n t  speeches o f h is  f a t h e r 's  d e a th ;
. . . 0  my dear G e rtru d e , t h i s ,
L ike to  a  m u rd e rin g -p iece , i n  many p la c e s
G ives me su p e rflu o u s  d e a th . (IV , v , 77-96)
In  Hamlet e x p re ss io n s  o f p rem o n itio n s  r e l a t in g  to  madness have an 
im p o rtan t fu n c tio n  in  c r e a t in g  th e  c lim a te  o f tra g e d y . Throughout most 
o f  th e  p la y  one se e s  ev idence o f H am le t's  p re ten d ed  madness, o r  h is  
a c tu a l  madness as  some c r i t i c s  a rg u e , and O p h e lia 's  r e a l  m adness. Such 
d e ta i le d  d e p ic tio n s  o f th e  p a th o s  o f  madness would be a p p ro p r ia te  on ly  
to  th e  mood o f tra g e d y . The speeches O p h elia  makes w h ile  mad would 
have been tak en  s e r io u s ly  in  E liz a b e th a n  tim e s , f o r  S h a k e sp e a re 's  au d i­
ence tended  to  b e lie v e  th a t  c razed  p e rso n s  had s p e c ia l  in s ig h t  in to  th e  
n a tu re  o f t r u t h .  For example, O p h e lia  hands o u t f lo w e rs  to  v a r io u s  
c h a ra c te r s ,  th e  sym bolical meaning o f each flow er b e in g  a p p ro p r ia te  
f o r  th e  c h a ra c te r  to  whom i t  was g iv en . U nless O p h e lia  had been g iven
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s p e c ia l  in s ig h t  as  a  r e s u l t  o f h e r madness, she would have had no way 
o f knowing th e  a p p ro p ria te n e s s  o f h e r  p r e s e n ta t io n s .  The Queen i s  
g iv en  " ru e"  and a  ’'d a isy "  (IV , v , 181, 183), symbols o f rep en tan ce  and 
f a i th l e s s n e s s .  O phelia  i s  unab le  to  g iv e  anyone v i o l e t s ,  th e  symbol 
o f f a i th f u ln e s s ,  f o r  h e r v i o l e t s  have a l l  w ith ered  (IV , v , 18 4 ).
The dark  p re se n tim en ts  im p lied  in  O p h e lia 's  sad b a l la d  a ls o  con­
t r i b u t e  to  th e  atm osphere o f th e  p la y . A h e ro in e  s in g in g  a  song o f 
d ea th  seems to  have been a  f a i r l y  t r a d i t i o n a l  foreshadow ing d ev ice  in  
E liz a b e th a n  tim e s . The analogy between O p h e lia 's  b a l la d  and Desdemona's 
"W illow Song" in  O th e llo  comes im m ediately  to  mind. The words to  th e  
song O phelia  s in g s  a re  m ournful and b le a k ; th ey  speak o f th e  dead lo v e r  
who can  never r e tu rn :
He i s  dead and gone, la d y .
He i s  dead and gone;
At h is  head a  g ra s s -g re e n  t u r f ,
At h is  h e e ls  a  s to n e . (IV , v , 29-32)
Another s ta n z a  lam en ts ,
And w i l l  he n o t come again?
And w il l  he n o t come again?
No, no, he i s  dead,
Go to  th y  d ea th -b ed ;
He never w il l  come a g a in . (IV , v , 190-194)
U nderstood from th e  d ram atic  t r a d i t i o n ,  O p h e lia 's  la m e n ta tio n , though
i t  r e f e r s  p r im a r ily  to  a  f a th e r  a lre a d y  dead, s e rv e s  a ls o  as  a  prem oni­
t io n  o f tra g ed y  to  come.
The r e p e t i t i o n  o f fe a r-p ro d u c in g  words i s  sm other method by which 
Shakespeare develops th e  c lim a te  o f app rehension  in  H am let. Words such 
a s  d e a th , woe, m urder. b lo o d . g ra v e s , etnd f e a r  occu r f re q u e n tly  in  th e  
dram a. F e a r , w hether r e f e r r e d  to  d i r e c t ly  o r  i n d i r e c t ly ,  i s  th e  most 
f re q u e n tly  used  o f th e se  te rm s. For in s ta n c e ,  a f t e r  O phelia  n o t ic e s  
H am le t's  unusual d re s s  in  an unbraced d o u b le t smd u n g a rte re d  s to c k in g s
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and h i s  unusual a c t io n s ,  she s t a t e s ,  "T ru ly , I do f e a r  i t "  (11, i ,  8 6 ).
On o th e r  o ccas io n s  th e  e x p ress io n  of f e a r  i s  l e s s  d i r e c t .  In  s e v e ra l
o f H am le t's  s o l i lo q u ie s  Hamlet e x p re sse s  a  f e a r  o f th e  unknown, th u s  
e x c i t in g  a  g e n e ra l mood o f app rehension  w ith in  th e  au d ien ce .
On o ccas io n  th e  prem onitory  comment jo in s  a  g e n e ra l p h ilo so p h ic a l  
r e f l e c t i o n .  For in s ta n c e , in  t e l l i n g  th e  King o f th e  s p e c ia l  p ro te c ­
t io n  a ffo rd e d  a l l  k in g s , R osencran tz  say s:
The cease  o f m a jesty  
D ies no t a lo n e ; b u t, l i k e  a  g u lf ,  do th  draw
W hat's  n e a r  i t  w ith  i t :  i t  i s  a  massy w heel,
F ix 'd  on th e  summit, o f  th e  h ig h e s t  mount,
To whose huge spokes te n  thousand l e s s e r  th in g s  
Are m o rtise d  and a d jo in 'd ;  which, when i t  f a l l s ,
Each sm all annexment, p e t ty  consequence,
A ttends th e  b o is te ro u s  r u in .  Never a lo n e  
Did th e  k in g  s ig h , b u t w ith  a  g en e ra l g roan .
( I l l ,  i i i ,  15-22)
The above l in e s  a re  a n t ic ip a to ry  i n  th a t  th ey  p o in t  to  an impending ca ­
ta s tro p h e  which w i l l  to u ch  alm ost every  p a r t i c ip a n t  in  th e  drama.
The dream, a  t r a d i t i o n a l  foreshadow ing d ev ic e , i s  a ls o  used  in  
H am let. In  ta lk in g  w ith  R osencran tz  and G u ild e n s te rn , Hamlet say s,
0 God, I  cou ld  be bounded in  a  n u ts h e l l  and count m yself
a  k ing  o f i n f i n i t e  space , were i t  no t th a t  1 have bad dream s.
( I I ,  i i ,  260-263)
S le e p le ssn e ss  and bad dreams a re  always bad omens in  th e  p la y s  o f 
S hakespeare .
In  many r e s p e c ts  H am le t's  k i l l i n g  of P o lo n iu s  marks a  tu rn in g  
p o in t in  th e  p la y . A fte r  th e  d ea th  o f P o lo n iu s , Hamlet seems in c re a s ­
in g ly  to  r e a l i z e  th e  i n e v i t a b i l i t y  o f h i s  own d e a th . I t  was common 
accep tance in  E liz a b e th a n  tim es th a t  anyone who s ta in e d  h im se lf  w ith  
in n o cen t blood would become th e  "sco u rg e" o f God and would o f n e c e s s i ty  
pay f o r  t h i s  crim e w ith  h i s  own l i f e .  Thus, because o f h is  m istaken  
k i l l i n g  o f P o lo n iu s , Hamlet would have f e l t  h i s  im pending tra g e d y . In
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f a c t ,  Hamlet in  ta lk in g  to  h is  mother j u s t  a f t e r  t h i s  k i l l i n g ,  e x p l i ­
c i t l y  s t a t e s  t h i s  co n cep t, in d ic a t in g  th a t  he w i l l  "answ er w ell"  f o r  
P o lo n iu s ’ s d ea th :
F o r t h i s  same lo rd ,  [P o lo n iu s]
I do re p e n t:  b u t heaven h a th  p le a se d  i t  so ,
To pun ish  me w ith  t h i s  and t h i s  w ith  me,
That I  must be t h e i r  scourge and m in is te r .
I w i l l  bestow  him, and w il l  answer w ell
The d ea th  I gave him. ( I l l ,  iv ,  172-177)
H am let’ s knowledge o f h i s  coming d e a th , I rv in g  R ibner p o in ts  o u t,  s e rv e s  
" a  s a lu ta r y  fu n c tio n , f o r  th e  f i r s t  s te p  in  H am let’s re g e n e ra tio n  must
OO
be . . .  an aw areness o f th e  t r a n s i t o r y  n a tu re  o f a l l  e a r th ly  th in g s ." *  
The examples o f foreshadow ing l i s t e d  above ach iev e  t h e i r  purpose 
p r im a r ily  by means o f in d i r e c t io n .  O ther exam ples o f foreshadow ing i n  
H am let, however, a re  more e x p l i c i t ,  p o in tin g  more d i r e c t ly  tow ard a  f u ­
tu r e  o c cu rre n c e . One such elem ent i s  th e  r e v e la t io n  o f a  c h a r a c te r 's  
p la n  to  k i l l  h i s  opponent. Most o f th e s e  e x p l i c i t  announcements o f in ­
te n t io n s ,  such a s  th e  K in g 's  p la n  f o r  L a e r te s  to  u se  a  po isoned  f o i l  in  
h i s  duel a g a in s t  H am let, a re  to o  obvious f o r  m ention . A few l i n e s ,  how­
e v e r , r a th e r  s u b tly  announce H am le t's  in te n t io n s  to  k i l l  th e  K ing. When 
Hamlet t a lk s  to  O phelia  in  th e  t h i r d  a c t ,  he p o in ts  to  th e  K in g 's  f a t e :
I  say , we w il l  have no more m a rriag e s : th o se  th a t  a r e  mar­
r ie d  a lre a d y , a l l  b u t one, s h a l l  l i v e ;  th e  r e s t  s h a l l  keep as  
th ey  a r e .  ( I l l ,  i ,  154-156)
The "one" r e f e r r e d  to  in  th e  l a s t  l i n e  would b e , o f c o u rse , th e  K ing.
When G u ild e n s te rn  t e l l s  Hamlet in  th e  fo llo w in g  scene th a t  th e  King has
r e t i r e d  to  h is  room w ith  " c h o le r ,"  Hamlet r e p l i e s ,
Your wisdom should  show i t s e l f  more r ic h e r  to  s ig n ify  t h i s  
to  h i s  d o c to r ; f o r ,  f o r  me to  p u t him to  h i s  p u rg a tio n  would 
p erhaps p lunge him in to  f a r  more c h o le r .  ( I l l ,  i i ,  316-319)
OO
R ib n er, P a t te rn s  i n  S hakespearian  T ragedy. p . 79.
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L a te r ,  when Hamlet see s  F o r tin b ra s  going to  r i s k  h i s  l i f e  f o r  a  w orth­
l e s s  p ie c e  o f P o lis h  s o i l ,  he f e e l s  g u i l t  over h is  own p a s t  cow ardice 
and re so lv e s  to  ta k e  a c tio n :
0 , from t h i s  tim e f o r th ,
My th o u g h ts  be bloody, o r  be n o th in g  w orth! (IV, iv ,  65-66) 
On th e  o th e r  hand, King C lau d iu s , being  a b le  to  see  th rough  Ham­
l e t ' s  p re ten d ed  madness, sen ses  t h a t  Hamlet i s  dangerous to  him . In  
answer to  P o lo n iu s 's  c la im  th a t  H am le t's  madness i s  caused  by h is  love 
fo r  O phelia , th e  King say s:
Love! h i s  a f f e c t io n s  do no t t h a t  way te n d ;
Nor what he spake, though i t  l a c k 'd  form  a  l i t t l e ,
Was n o t l i k e  m adness. T h e re 's  som ething i n  h i s  so u l,
O 'e r  which h is  m elancholy s i t s  on brood;
And I do doubt th e  h a tc h  and th e  d is c lo s e
W ill be some danger. ( I l l ,  i ,  170-175)
As t h i s  same scene c lo s e s ,  th e  King r e i t e r a t e s  h i s  f e e l in g s  o f fo reb o d ­
in g  re g a rd in g  H am let: "Madness in  g re a t  ones must n o t unw atch 'd  go"
( I I I ,  i ,  197).
A n tic ip a to ry  p assag es  in  Shakespearean drama a re  o f te n  p laced  
w ith in  seem ingly d ig re s s iv e  m a te r ia l .  F o r in s ta n c e , th e  F i r s t  P la y e r 's  
r e c i t a t i o n  o f th e  P y rrhus ep iso d e  c o n ta in s  a n t ic ip a t io n .  T h is  r a th e r  
extended p assag e , o f te n  o m itted  in  t h e a t r i c a l  p ro d u c tio n s , i s  co n s id ­
e red  by se v e ra l c r i t i c s  to  be a  f la w  in  th e  c o n s tru c t io n  o f Ham let. 
Perhaps th e  p assag es  o f foreshadow ing w ith in  th e  P y rrhus ep iso d e  can 
o f f e r  some j u s t i f i c a t i o n  f o r  i t s  in c lu s io n  in  th e  drama. In  t e l l i n g  
o f P y r rh u s 's  b a t t l e  w ith  Priam , th e  F i r s t  P la y e r  speaks a s  fo llo w s :
So, a s  a  p a in te d  ty r a n t ,  P y rrhus s to o d ,
And l i k e  a  n e u tr a l  to  h i s  w i l l  and m a tte r ,
Did n o th in g .
B ut, a s  we o f te n  se e , a g a in s t  some storm ,
A s i le n c e  in  th e  heavens, th e  rack  s ta n d  s t i l l ,
The bo ld  winds sp e e c h le ss  and th e  o rb  below 
As hush a s  d ea th , anon th e  d re a d fu l thunder
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Doth rend  th e  re g io n , so , a f t e r  P y rrh u s ' pause ,
Aroused vengeance s e ts  him new a-work;
And never d id  th e  Cyclops* hammers f a l l
On M ars 's  armour fo rg ed  f o r  p ro o f e te rn e
W ith l e s s  rem orse th a n  P y rrh u s ' b leed in g  sword
Now f a l l s  on P riam . ( I I ,  i i ,  502-514)
These l i n e s ,  a lth o u g h  r e f e r r in g  s p e c i f i c a l ly  to  P y rrh u s , have a d d it io n a l  
a p p l i c a b i l i ty  to  H am let. The f i r s t  th re e  l i n e s  o f th e  above speech de­
s c r ib e  P y rrhus as be in g  u n ab le  to  a c t .  P y rrhus in  h is  i n a c t i v i t y  i s  
s im i la r  to  Ham let, who a t  t h i s  p o in t in  th e  drama i s  in c ap a b le  o f a c t io n .  
The rem ainder o f th e  above speech rem inds Hamlet o f h is  du ty  and a n t ic ­
ip a te s  th e  f i n a l  revenge which Hamlet h a s .
E lem ents o f foreshadow ing a re  u s u a lly  l im ite d  to  a c tu a l  s ta tem en ts  
which e i t h e r  d i r e c t ly  o r  i n d i r e c t ly  p o in t  tow ard a  f u tu r e  o ccu rren ce . 
A lthough such a  r e s t r i c t i o n  i s  v a l id  in  most p la y s , H a m le t's  c h a ra c te r  
i t s e l f  i s  a n t ic ip a to ry  in  t h i s  drama. Our in s ig h t  in to  H am le t's  p e rso n ­
a l i t y  r e v e a ls  t h a t  h i s  m elancholy, in tro s p e c t iv e n e s s ,  and in d e c is iv e n e s s  
w i l l  somehow co m p lica te  th e  speedy revenge which i s  c a l le d  f o r  by th e  
g h o s t .
T hat Hamlet in  th e  opening s e c t io n s  o f th e  drama i s  n o t em otion­
a l l y  cap ab le  o f a  speedy revenge i s  made abundantly  c l e a r .  The dark  
c lo th in g  which Hamlet w ears i s  a  symbol o f h i s  s t a t e  o f m elancholy . 
H am le t's  f i r s t  s o li lo q u y  in  Act I ,  Scene i i  r e v e a ls  t h a t  h i s  in te r n a l  
despondency i s  eq u a l to  h i s  outw ard d isp la y  o f m elancholy . For in s ta n c e , 
Hamlet s t a t e s :
O, t h a t  t h i s  to o  to o  s u l l i e d  f le s h  would m e lt,
Thaw and re s o lv e  i t s e l f  in to  a  dew!
Or t h a t  th e  E v e r la s t in g  had n o t f i x 'd
H is canon 'g a in s t  s e lf - s la u g h te r I  O God! God!
How w eary, s t a l e ,  f l a t  and u n p ro f i ta b le ,
Seem to  me a l l  th e  u se s  o f t h i s  world!
F ie  on ' t !  ah f i e !  ' t i s  an unweeded garden,
T hat grows to  seed ; th in g s  rank  and g ro ss  in  n a tu re  
P o ssess  i t  m ere ly . ( I ,  i i ,  129-137)
1 0 1
A s im i la r  despondency I s  touched upon in  many o f H am le t's  l a t e r  speeches.
In  h i s  ta lk in g  w ith  G u ild e n s te rn , f o r  example, Hamlet say s,
I  have o f l a t e —b u t w herefore I- know n o t—l o s t  a l l  my m ir th , 
fo rgone a l l  custom o f e x e rc is e s ;  and indeed  i t  goes so h e a v ily  
w ith  my d is p o s i t io n  th a t  t h i s  goodly fram e, th e  e a r th ,  seems to  
me a  s t e r i l e  prom ontory, t h i s  most e x c e l le n t  canopy, th e  a i r ,  
look  you, t h i s  brave o 'e rh a n g in g  firm am ent, t h i s  m a je s t ic a l  ro o f 
f r e t t e d  w ith  golden  f i r e ,  why, i t  appears  no o th e r  th in g  to  me 
th a n  a  fo u l  and p e s t i l e n t  co n g reg a tio n  o f v apours.
( I I ,  i i ,  306-315)
C lo se ly  connected  w ith  h i s  m elancholy i s  h i s  lon g in g  f o r  dea th  which i s  
ex p ressed  in  s e v e ra l o f th e  s o l i lo q u ie s .  H am le t's  w eariness o f l i f e  
and lo n g in g  f o r  d ea th , A. C. B radley  s t a t e s ,  a re  o u r p rim ary  in d ic a ­
t io n s  th a t  Hamlet w i l l  be u n su c c e ss fu l in  e f f e c t in g  a  quick re v e n g e .23
H am le t's  in t ro s p e c t io n  and in d e c is iv e n e s s  a ls o  p o in t  to  d i f f i c u l ­
t i e s  in  H am le t's  fo llo w in g  th e  command o f th e  G host. The way in  which 
h is  mind te n d s  to  work i s  p o rtra y e d  in  th e  fo llo w in g  speech Hamlet 
makes w h ile  w a itin g  f o r  th e  ghost o f h i s  f a th e r  to  appear:
So, o f t  i t  chances in  p a r t i c u la r  men,
That f o r  some v ic io u s  mole o f n a tu re  in  them,
As, in  t h e i r  b i r t h —w herein  th ey  a re  n o t g u i l ty ,
S ince n a tu re  canno t choose h i s  o r ig in —
By th e  o 'e rg ro w th  o f some com plexion,
O ft b reak in g  down th e  p a le s  and f o r t s  o r  rea so n ,
Or by some h a b i t  th a t  to o  much o 'e r le a v e n s  
The form o f p la u s iv e  m anners, t h a t  th e se  men,
C arry in g , I say , th e  stamp o f one d e fe c t ,
Being n a tu r e 's  l i v e r y ,  o r  f o r tu n e 's  s t a r , —
T h e ir  v i r tu e s  e l s e —be th ey  as  pure  a s  g race ,
As i n f i n i t e  as  man may undergo—
S h a ll in  th e  g en e ra l cen su re  ta k e  c o r ru p tio n  
From th a t  p a r t i c u la r  f a u l t :  th e  dram o f e a le
Doth a l l  th e  no b le  su b stan ce  of a  doubt
To h i s  own s c a n d a l ..  ( I ,  iv ,  23-38)
The sim ple s ta tem en t th a t  one may be b rough t to  d e s tru c t io n  th rough  a  
sm all d e fe c t  w ith in  him i s  leng thened  by Hamlet in to  a  s ta tem e n t o f
s ix te e n  l i n e s .  The in v o lv ed  p a re n th e se s  and m o d ifie rs  used  in  th e
23Shakespearean T ragedy. p . 129.
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speech  h e lp  to  re v e a l  H am le t's  p e r s o n a l i ty .  A mind th a t  works in  
such a  manner, q u a l ify in g  and m odifying each id e a ,  w i l l  be expected  to  
co m p lica te  somewhat th e  duty  of revenge l a i d  b e fo re  i t .  According to  
Marco M incoff th e  above l in e s  a d d i t io n a l ly  c o n ta in  d ram atic  iro n y  in  
which Hamlet " p o in ts  a lre a d y  to  th e  f la w  in  h i s  own c h a ra c te r  o u t of 
which th e  r e a l  tra g e d y  w i l l  g ro w ."25
A d d itio n a l in s ig h t  in to  H am le t's  mind o ccu rs  a f t e r  h is  m eeting 
w ith  h i s  f a t h e r 's  gh o st and r e c e iv in g  th e  charge to  rev en g e . The words 
Hamlet u se s  in  resp o n se  to  h i s  f a t h e r 's  command f i l l  u s  w ith  some m is­
g iv in g . Upon re c e iv in g  h i s  f a t h e r 's  o rd e rs ,  Hamlet sa y s ,
Yea, from  th e  ta b le  o f my memory
I ' l l  wipe away a l l  t r i v i a l  fond  re c o rd s ,
A ll saws o f books, a l l  fo rm s, a l l  p re s s u re s  p a s t ,
That youth  and o b se rv a tio n  cop ied  th e r e .  ( I ,  v , 98-101)
H. B. C h arlto n  p o in ts  o u t t h a t  " i t  i s  d is tu rb in g  to  connect th e  r e c o l le c ­
t io n  o f th e  ta s k  which Hamlet must perform  w ith  th e  need to  j o t  i t  down 
a g a in s t  f o rg e t f u ln e s s  even i n  a  m etap h o rica l d i a r y . " 26 The s o -c a l le d  
m e tap h o rica l d ia ry ,  however, soon becomes l i t e r a l ,  and Hamlet ta k e s  o u t 
an a c tu a l  notebook: "My t a b l e s , —meet i t  i s  I s e t  i t  down" ( I ,  v , 107 ).
I t  i s  ominous a ls o  th a t  Hamlet w r ite s  in  th e se  " ta b le s "  n o t th e  d i r e c t  
n o ta t io n  to  k i l l  h i s  u n c le  b u t in s te a d  th e  tru ism  "That one may sm ile , 
and sm ile , and be a  v i l l a i n "  ( I ,  v , 108 ). H am le t's  im m ediate r e a c t io n  
to  h i s  f a t h e r 's  re q u e s t  p r e f ig u re s  h i s  l a t e r  i n a c t i v i t y .  Thus, too  o f -  . 
t e n ,  a s  Hamlet h im se lf  ad m its , " th e  n a t iv e  hue o f r e s o lu t io n /  I s
24T. W alte r H e rb e rt, "S hakespeare Announces a  G h o s t,"  S£, I 
(O cto b er, 1050), 253.
25Marco M incoff, "The S tru c tu r a l  P a t te r n  o f S h ak esp e a re 's  T rage­
d i e s , "  Shakespeare Survey . I l l  (1950), 59.
26S hakespearian  T ragedy. p . 100.
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s ic k l i e d  o 'e r  w ith  th e  p a le  c a s t  o f  th o u g h t"  ( I I I ,  i ,  8 4 -8 5 ).
H am le t's  despondency, in d e c is iv e n e s s , and f e a r s  a re  q u i te  p ro ­
nounced i n  th e  f i r s t  p a r t  o f th e  drama. Because o f such t r a i t s  he i s  
seen  unab le  to  perform  th e  n ecessa ry  revenge. When he r e tu rn s  to  Den­
mark a f t e r  h i s  escape from th e  sh ip  ta k in g  him to  England, he seem ingly 
h as  m astered  h i s  human f e a r s .  As th e  fo llo w in g  speech in d ic a te s ,  Ham­
l e t  now seems ready  to  accep t h i s  impending f a t e :
Not a  w h it , ,  we defy  augury: t h e r e 's  a  s p e c ia l  p rov idence
i n  th e  f a l l  o f a  sparrow . I f  i t  be now, ' t i s  n o t to  come; i f  i t
be n o t to  come, i t  w i l l  be now; i f  i t  be n o t now, y e t i t  w i l l
come: th e  r e a d in e s s  i s  a l l :  s in c e  no man has aught o f  what he
le a v e s , what i s  ' t  to  le a v e  betim es?  Let b e . (V, i i ,  230-235)
Such a  change in  H am le t's  c h a ra c te r  p re p a re s  us to  accep t H am le t's  suc­
c e s s f u l  murder o f th e  K ing, f o r  now t h a t  Hamlet has ach ieved  m astery  of 
s e l f  we i n s t i n c t iv e ly  f e e l  him cap ab le  o f c a r ry in g  o u t th e  vengeance 
which he has  been c a l le d  upon to  perform .
In  summary, H am let, th e  e a r l i e s t  w r i t te n  o f S h ak esp ea re 's  acknowl­
edged m aste rp ie c e s  o f tra g e d y , shows new advances in  th e  tech n iq u e  of 
fo reshadow ing . In s te a d  o f speeches c o n ta in in g  d i r e c t  prophecy, Hamlet 
c r e a te s  i t s  own i n e v i t a b i l i t y  more i n d i r e c t ly  by means o f a  pow erful 
t r a g ic  atm osphere. Foreshadowing becomes l e s s  a  s e p a ra b le  elem ent and 
becomes more in terw oven  in to  th e  t o t a l  s t r u c tu r e  o f th e  drama. Charac­
t e r  i t s e l f  becomes an im p o rtan t elem ent o f foreshadow ing. As in  each 
o f S h ak esp ea re 's  g re a t  t r a g e d ie s ,  th e  t r a g ic  ending o f Hamlet i s  f e l t
S
to  be n e c e ssa ry . The in terw oven elem ents o f  foreshadow ing c o n tr ib u te  
to  t h i s  f e e l in g  o f n e c e s s i ty .  Perhaps th e  b e s t  summary o f Hamlet i s  
th e  fo llo w in g  q u o ta tio n  from C lean th  Brooks and Robert Heilm an: "The
e ssen c e  o f tra g e d y  in  Hamlet i s  th e  in e s c a p a b i l i ty  o f th e  i s s u e . " 27
27C lean th  Brooks and Robert B. Heilm an, U nderstand ing  Drama 
(New York, 1945), p . 496.
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*' O th e llo
O th e llo  d i f f e r s  in  s t r i k in g  ways from  th e  o th e r  m ajor t r a g e d ie s  
o f Shakespeare. I t  i s  n o t s e t  in  a  leg en d ary  p a s t ,  a s  i s  King L e a r , 
n o r do su p e rn a tu ra l e lem ents ap p ear, a s  th ey  do i n  Macbeth and H am let. 
O th e l lo , th e r e fo re ,  appears  to  be S h ak esp ea re 's  most modern and r e a l i s ­
t i c  tra g e d y . Because of th e  re a lism  o f th e  p la y , th e  co n v en tio n a l form s 
f o r  foreshadow ing, such a s  omens, g h o s ts , and p ro p h ec ie s , had to  be d i s ­
p la ce d  by more s u b tle  means of p r e f ig u r in g .  In s te a d  o f s u p e rn a tu ra l  de­
v ic e s  Shakespeare u se s  c h a r a c te r iz a t io n ,  p rem onito ry  e x p re s s io n s , drama­
t i c  iro n y , s ta te m e n ts  o f d e a th , a  storm , and a  s w if t ly  moving tim e to  
p re p a re  u s  to  accep t as in e v i ta b le  th e  f i n a l  c a ta s tro p h e  o f th e  p la y .
To a  g r e a te r  e x te n t th a n  any o th e r  Shakespearean p la y , th e  in e v i ­
t a b i l i t y  o f th e  t r a g ic  outcome o f O th e llo  i s  connected  w ith  c h a r a c te r i ­
z a t io n .  Our knowledge of l a g o 's  c h a ra c te r  and h i s  in te n t io n s  i s  our 
most e x p l i c i t  so u rce  o f fo reshadow ing . E v il  in  O th e llo  d i f f e r s  from 
i t s  p o r tr a y a l  in  many o f S h a k e sp e a re 's  o th e r  t r a g e d ie s .  I n  M acbeth. 
f o r  exam ple, th e  powers o f e v i l  a re  su p e rn a tu ra l  and m y s te r io u s . There 
i s  n o th in g  m y ste rio u s  about Iag o , th e  embodiment o f  e v i l  i n  t h i s  p la y , 
l a g o 's  t o t a l  v i l l a i n y ,  a lthough  i t  i s  h id  from th e  o th e r  c h a ra c te r s  
u n t i l  i t  i s  too  l a t e ,  i s  re v e a le d  im m ediately  to  th e  au d ien ce . The 
f i r s t  one hundred and e ig h ty  l in e s  o f th e  drama, in  which Iago t a lk s  
w ith  R oderigo, d e p ic t  l a g o 's  c h a ra c te r  e x p l i c i t l y ,  r e l a t i n g  l a g o 's  
h a tr e d  o f  O th e llo  and l a g o 's  power o f d ec ep tio n . l a g o 's  adm ission , " I  
am n o t what I  am" ( I ,  i ,  6 5 ), em phasizes th e  d u p l ic i ty  o f l a g o 's  c h a r­
a c te r  which i s  an im p o rtan t a sp ec t o f  O th e l lo . In  a d d it io n  to  l a g o 's  
s ta te m e n ts  a t  th e  opening o f th e  p la y , th e r e  are. th re e  im p o rtan t s o l i l ­
o q u ie s  ( I ,  i i i ,  389-410; I I ,  i ,  295-321;. and I I ,  i i i ,  342-368) in  which
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Iago  ex p resses  h i s  v i l l a in y  and announces h is  p la n s .  A n tic ip a tio n  in  
th e se  s o l i lo q u ie s ,  however, i s  so d i r e c t  and obvious t h a t  one need n o t 
c o n s id e r  i t  f u r th e r .  By having  Iago open th e  p la y , Shakespeare c r e a te s  
" a  s tro n g  im pression  of th e  fo rc e  which i s  to  prove f a t a l  to  th e  h e ro ’ s 
h ap p in ess , so t h a t ,  when we see  th e  hero  h im se lf , th e  shadow of f a t e  
a lre a d y  r e s t s  upon h im ." 28
Our knowing a t  th e  o u ts e t  o f  th e  drama th e  v i l l a i n y  o f Iago c o l­
o r s  w ith  t r a g ic  iro n y  th e  l a t e r  speeches o f O th e llo  and Desdemona, f o r  
we know th a t  t h e i r  s i tu a t io n  i s  f a r  b le a k e r  th an  th ey  cou ld  p o s s ib ly  
know. The w idening d isc rep an cy  between what th e  o th e r  c h a ra c te r s  be­
l i e v e  Iago to  be and what we know him to  be i s  a  m ajor elem ent in  a ro u s­
in g  o u r app rehension . At f i r s t  i t  would seem as  i f  l a g o 's  p la n s  a re  
to o  v i l la in o u s  to  succeed . However, s in c e  l a g o 's  e a r ly  p la n s  do suc­
ceed and s in c e  a l l  o f th e  c h a ra c te r s  co n tin u e  to  b e lie v e  him h o n e s t, we 
fo reb o d in g ly  f e e l  th a t  l a g o 's  p la n s  have a  chance to  succeed .
The germ o f tra g e d y  l i e s  n o t on ly  w ith in  th e  c h a ra c te r  o f Iago , 
b u t a lso  w ith in  th e  c h a ra c te r s  o f Desdemona and O th e llo . A lthough 
th e i r  lo v e  i s  rom antic and n o b le , c e r t a in  t r a g ic  f a c t s  a re  shown ly in g  
w ith in  t h e i r  "b rave new world" which w i l l  u l t im a te ly  p rev en t th e  f r u ­
i t i o n  o f t h e i r  lo v e . The c h a r a c te r iz a t io n  o f Desdemona i s  a  s t r ik in g  
i l l u s t r a t i o n  o f th e  f a c t  th a t  under c e r t a in  c ircu m stan ces  o n e 's  good 
t r a i t s  may le a d  to  c a la m ity . Because o f Desdemona's com plete innocence 
and w orld ly  ig n o ran ce , she i s  u n ab le  to  d e te c t  l a g o 's  d ia b o l ic a l  n a tu re  
and i s  in ca p a b le  o f d isc e rn in g  h e r  h u sb an d 's  je a lo u s y . Desdemona, be­
f o re  th e  drama opens, was charmed by O th e l lo 's  account o f h i s  e x c i t in g  
p a s t ,  and f o r  t h i s  re a so n , r is k in g  " v io le n c e  and storm  o f fo r tu n e s "
28B rad ley , Shakespearean T ragedy . p p . 44-45.
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(1 , i l l ,  250), chose to  marry th e  Moor. Although she Id e a l iz e d  O th e llo , 
—she-had  no knowledge of th e  depth o f h is  n a tu re .  Her im m ediate se p a ra ­
t io n  from O th e llo  a f t e r  th e  m arriage  and th e  quick p a ss in g  o f tim e on 
Cyprus den ied  h e r th e  o p p o rtu n ity  to  le a r n  more about h e r  husband and 
p rev en ted  h e r from u n d e rs tan d in g  th e  ra g in g  tu rm o il in s id e  him . Desde­
mona never b e lie v e s  th a t  O th e llo  can  be je a lo u s .  When E m ilia  p o in ts  
o u t h e r su sp ic io n  o f O th e l lo 's  je a lo u sy , Desdemona r e p l i e s ,  "Who, he?
I th in k  th e  sun where he was b o rn / Drew a l l  such humours from  him" ( I I I ,  
i v ,  2 9 -3 1 ). Desdemona's i n a b i l i t y  to  p e n e tr a te  e i t h e r  l a g o 's  e v i l  o r  
h e r  h u sb an d 's  je a lo u sy  i s  im p o rtan t in  h e lp in g  to  e s ta b l i s h  th e  c lim a te  
o f app rehension  in  O th e l lo .
O th e llo , s im ila r  to  Desdemona, i s  th e  p e r f e c t  v ic tim  f o r  Iag o . 
Because of h is  r e la t io n s h ip  to  Iago  and because of h i s  own p e r s o n a l i ty  
t r a i t s ,  O th e l lo 's  t r a g ic  f a t e  i s  f e l t  to  be in e v i ta b le .  O th e l lo 's  c r e ­
d u l i ty  h e lp s  to  make p o s s ib le  th e  su ccess  o f  Iag o . At th e  c lo s e  o f th e  
f i r s t  a c t  Iago a c c u ra te ly  an a ly zes  t h i s  a sp e c t o f O th e l lo 's  p e r s o n a l i ty :
The Moor i s  of a  f r e e  and open n a tu re ,
T hat th in k s  men h o n est th a t  bu t seem to  be so ,
And w i l l  as  te n d e r ly  be le d  by th e  nose
As a s se s  a r e .  ( I ,  i i i ,  405-408)
W ith a  w orld ly  ig n o ran ce  s im ila r  to  th a t  o f  Desdemona, O th e llo  f a i l s ,  
u n t i l  i t  i s  too  l a t e ,  to  d isco v e r th e  e v i l  in  Iag o . The t r u s t  O th e llo  
has in  Iago  a c ts  a s  an elem ent o f fo reshadow ing, f o r  h i s  com plete f a i t h  
le a d s  th e  audience to  a n t ic ip a te ,  th rough  d ram atic  i ro n y , th a t  l a g o 's  
p la n  may w ell be s u c c e s s fu l .  O th e l lo 's  e x p re ss io n s  o f con fid en ce  in  
Iag o , h i s  r e l ia n c e  upon Iag o , and h i s  r e p e t i t i o n  of th e  e p i th e t  "hon­
e s t"  in  re g a rd  to  Iago s ta n d  in  i r o n ic  c o n t r a s t  to  what th e  audience 
knows about l a g o 's  e v i ln e s s .
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By means of h i s  c a r e fu l ly  p lanned  in s in u a t io n s ,  Iago causes 
O th e l lo 's  p a ss io n s  to  overth row  h is  re a so n . According to  E liz a b e th a n
psychology th e  p a s s io n s  o r  th e  savage i n s t i n c t s  "were a  c h ie f  source
>' (
o f  danger, f o r  th ey  m ight s e iz e  upon a  man and shove re a so n  from  i t s  
s e a t . " 29 Once o n e 's  mind became " p e r p le x 'd ,"  a s  O th e llo  adm its h i s  was, 
th e  p a s s io n s  were b e lie v e d  to  sweep i n  sudden ly , g e t  c o n tr o l ,  and cause 
fu ry  and m adness. Iago r e a l i z e s  t h a t  he needs to  keep O th e l lo 's  emo­
t io n s  u n s e t t le d  by r e fe re n c e s  to  Desdemona's supposed i n f i d e l i t y .  Iago 
t e l l s  us  th e  method he i s  u s in g  in  th e  fo llo w in g  l i n e s :
T r i f l e s  l i g h t  a s  a i r  
Are to  th e  je a lo u s  c o n firm a tio n s  s tro n g  
As p ro o fs  o f ho ly  w r i t :  t h i s  may do som ething.
The Moor a lre a d y  changes w ith  my p o iso n :
Dangerous c o n c e its  a re ,  in  t h e i r  n a tu r e s ,  p o iso n s ,
Which a t  th e  f i r s t  a re  s c a rc e  found to  d i s t a s t e ,
But w ith  a  l i t t l e  a c t  upon th e  b lood ,
Burn l i k e  th e  m ines of su lp h u r . ( I l l ,  i i i ,  322-329)
Follow ing l a g o 's  p la n t in g  of "dangerous c o n c e i t s ,"  O th e llo  i s  indeed  in
a  s o r t  o f m adness, a  su re  s ig n  th a t  h i s  savage i n s t i n c t s  have conquered
h is  rea so n ab le  n a tu re .  The f a c t  t h a t  th e s e  p a s s io n s  have th e  upper 
hand in  O th e llo  p o in ts  fo re b o d in g ly  to  a  t r a g ic  end ing . One e a r ly  
speech i n  th e  drama s u b tly  h in t s  a t  th e  f a c t  th a t  i t  i s  n o t alw ays easy  
f o r  O th e llo  to  keep m astery  over h i s  em otions. Upon d isc o v e rin g  th a t  
C assio  had wounded Montano, O th e llo  in d ic a te s  th e  pow erfu l c u r re n t  o f 
p a s s io n  w ith in  him:
Now, by heaven,
My blood b eg ins my s a fe r  g u id es  to  r u le ;
And p a ss io n , having  my b e s t  judgment c o l l i e d ,
Assays to  le a d  th e  way. ( I I ,  i i i ,  204-207)
29H ardin C ra ig , e d . ,  The Complete Works o f Shakespeare (Chicago, 
1951), p . 945.
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I n  f a c t ,  w ithou t in v e s t ig a t in g  th e  cause  o f C a s s io 's  b eh av io r, O th e llo  
im p u ls iv e ly  ta k e s  away C a s s io 's  l ie u te n a n c y . E. E. S to l l  ob serv es  th a t  
O th e l lo 's  r e c k le s s  a c t io n  tow ard C assio  p re p a re s  u s  to  a c ce p t O th e l lo 's  
l a t e r  ra sh  a c t io n s  tow ard h is  w if e .30
Because o f t h e i r  p e r s o n a l i ty  t r a i t s ,  Desdemona and O th e llo  were 
id e a l  v ic tim s  f o r  Iag o . A lthough t h e i r  c h a ra c te r  t r a i t s  were a c tu a l ly  
n o t f la w s ,31 t h e i r  t r a i t s  d id  prove d is a s t ro u s  when c ircu m stan ces  
p laced  them in  p ro x im ity  to  Iag o . T h is  aw areness o f th e  p re c a rio u sn e ss  
o f human e x is te n c e , th e  f a c t  th a t  one may be brought to  d e s tru c t io n  
th rough  t r a i t s  which a re  n o t e x a c tly  e v i l ,  makes O th e llo  seem e s p e c ia l ly  
p o ig n a n t.
A lthough c h a ra c te r  i t s e l f  can be reg a rd ed  as  a k in d  o f a n t ic ip a ­
t io n ,  th e  term  foreshadow ing u s u a lly  r e f e r s  to  s p e c i f ic  s ta te m e n ts . In  
O th e llo  th e r e  a re  many prem onito ry  e x p re ss io n s  which h in t  a t  fu tu re  
t r a g ic  e v e n ts . Many s ta te m en ts  in  th e  p la y  c r e a te  fo reb o d in g  in  our 
minds f o r  th e  outcome o f th e  m arriag e . F or in s ta n c e , Iago  p rovok ing ly  
t e l l s  O th e llo  t h a t  he sees  " th o u g h ts  u n n a tu ra l"  in  one who w i l l  n o t 
m arry in  "h e r own c lim e , com plexion, and d e g r e e , /  Where to  we see in  
a l l  th in g s  n a tu re  ten d s"  ( I I I ,  i i i ,  230-231) and rem inds him th a t  Des­
demona "d id  dece iv e  h e r  f a th e r ,  m arry ing  y o u ;/  And when she seem 'd to  
shake and f e a r  your lo o k s , /  She lo v ed  them most" ( I I I ,  i i i ,  201-208).
^°Elmer Edgar S t o l l ,  A rt and A r t i f i c e  in  Shakespeare (New York, 
1962), pp . 29-30.
31T h is  s ta tem en t r e l i e s  on th e  accep tan ce  o f O th e llo  as  th e  
"n o b le  M oor," a  p rem ise h e ld  by th e  o ld e r  school o f c r i t i c i s m  headed 
by A. C. B rad ley . C on trary  to  t h i s  sch o o l o f c r i t i c i s m ,  s e v e ra l  mod­
e rn  c r i t i c s  f in d  w ith in  O th e llo  s e r io u s  d e fe c ts  o f c h a ra c te r—d e fe c ts  
such a s  ego tism , sen su a l p o s se s s iv e n e s s , and ignorance o f s e l f .  See 
F . H. L e a v is , "D iab o lic  I n t e l l e c t  and th e  Noble H ero ," The Common P u r­
s u i t  (London, 1962), pp . 136-159, and R obert B. Heilman, Magic in  th e  
Web (L ex ing ton , Kentucky, 1956), pp . 137-168.
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l a g o 's  fo llo w in g  l i n e s  ad d ressed  to  Roderigo a ls o  h e lp  to  e s ta b l i s h  an 
u n e a s in e ss  about th e  m arriag e  o f O th e llo  and Desdemona:
I t  cannot be t h a t  Desdemona should  long  co n tin u e  h e r  love 
to  th e  M oor,—p u t money in  th y  p u r s e ,—nor he h is  to  h e r :  i t
was a  v io le n t  commencement, and thou s h a l t  see  an answ erable 
s e q u e s t r a t io n :—p u t bu t money in  th y  p u rse . These Moors a re  
changeable in  t h e i r  w i l l s : r - f i l l  th y  p u rse  w ith  money:—th e  
food th a t  to  him now i s  a s  lu s c io u s  a s  lo c u s ts ,  s h a l l  be to  
him s h o r t ly  as  b i t t e r  as  c o lo q u in t id a .  ( I ,  i i i ,  347-355)
B rab an tio  wonders how Desdemona, " in  s p i t e  o f n a tu r e , /  Of y e a rs , o f 
c o u n try , c r e d i t ,  e v e ry th in g "  cou ld  " f a l l  i n  love  w ith  what she f e a r 'd  
to  look o n l"  ( I ,  i i i ,  9 6 -9 8 ). R oderigo, to o , has doubts about th e  mar­
r ia g e :  "What a  f u l l  fo r tu n e  does th e  t h i c k - l i p s  o w e ,/ I f  he can c a rry
' t  th u s I"  ( I ,  i ,  6 6 -6 7 ). Even th e  Duke, one who va lued  w ell th e  s e r ­
v ic e s  o f O th e llo , t e l l s  B rab an tio , "Take up t h i s  mangled m a tte r  a t  th e  
b e s t"  ( I ,  i i i ,  173). The ch o ice  o f th e  word mangled i s  p erhaps in d ic a ­
t i v e  o f th e  u n d e r ly in g  f e e l in g  o f many about th e  m arriag e . Although 
th e  c h a ra c te r s  a re  wrong in  th e  above speeches about th e  lo v e  o f 
O th e llo  and Desdemona, t h e i r  l i n e s  touch  on foreshadow ing by d i r e c t in g  
th e  a u d ie n c e 's  a t t e n t io n  tow ard th e  p o s s i b i l i t y  o f th e  f a i l u r e  o f t h i s  
m a rria g e . Thus, th e  a t t i t u d e  i s  evoked from th e  beg inn ing  " to  support 
th e  sense  th a t  th e  m arriag e , rom antic  and noble  though i t  may be in  i t ­
s e l f ,  i s  a t  th e  very  l e a s t . s u b j e c t  to  g re a t  r i s k s . " 22
O ther p rem onito ry  e x p re ss io n s  a re  found in  re fe re n c e  to  m usical 
harmony. Throughout S h ak esp ea re 's  p la y s  o n e 's  in n e r  harmony i s  o f te n  
a s s o c ia te d  w ith  m usica l harmony and m usica l harmony w ith  t o t a l  harmony 
i n  th e  cosmos. T h e re fo re , th e  b r ie f  comic in te r lu d e  which in tro d u c e s  
th e  t h i r d  a c t  c o n ta in s  foreshadow ing . The Clown e n te r s  and t e l l s  th e
3Jfc. G. Sedgewick, Of I ro n v . E s p e c ia lly  in  Drama (T oronto ,
1948), p . 92.
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m usic ians to  le a v e , f o r  " to  h ea r music th e  g e n e ra l does n o t g r e a t ly  
c a re "  ( I I I ,  i ,  1 7 -1 8 ). The Clow n's l i n e s  in d ic a te ,  even b e fo re  Iago 
b eg ins h i s  ex tended te m p ta tio n , t h a t  O th e llo  la c k s  harmony w ith in  him­
s e l f . 33 There a re  two o th e r  re fe re n c e s  to  m usic i n  th e  drama in  which 
s t r i f e  i s  a s s o c ia te d  w ith  la c k  of harmony. For in s ta n c e , a f t e r  h ea rin g  
O th e llo  b o as t o f  h i s  g re a t  h ap p in ess , Iago  say s , "0 , you a re  w ell tuned  
now l/ But I ' l l  s e t  down th e  pegs th a t  make t h i s  m usic" ( I I ,  i ,  201-202). 
In  a n o th e r  passage  Desdemona say s , "My advocation  i s  n o t now in  tune 
( I I I ,  i v ,  123).
The most s t r i k in g  u se s  of foreshadow ing in  O th e llo  a re  ex p re ss io n s  
o f i ro n y . In  t h i s  p la y  o f in t r ig u e  and d ecep tio n , i t  i s  n o t s u rp r is in g  
to  see  th e  la r g e  e x te n t  to  which iro n y , b o th  v e rb a l iro n y  and d ram atic  
iro n y , i s  u se d . The e x te n s iv e  d isp la y s  o f iro n y  seem to  s u b s t i tu te  f o r  
s u p e rn a tu ra l  happenings and f o r  th e  r e p e t i t i o n  o f fe a r-p ro d u c in g  words 
i n  e s ta b l is h in g  th e  mood o r  atm osphere o f  O th e llo .
The s im p le s t ty p e  o f iro n y  found in  t h i s  drama i s  v e rb a l iro n y . 
S im ila r  to  o th e r  Shakespearean v i l l a i n s ,  such as  R ichard  I I I ,  Iago de­
l i g h t s  in  composing sen te n ces  w ith  a  double m eaning. Such s ta tem en ts  
as  " I  la c k  i n i q u i t y /  Sometimes to  do me s e rv ic e "  ( I ,  i i ,  3 -4 ) , " I do 
lo v e  C assio  w e ll;  and would do much/ To cu re  him o f t h i s  e v i l "  ( I I ,  i i i ,  
148-149), and "Men should  be vhat th ey  seem ;/ Or th o se  t h a t  be n o t, 
would th e y  m ight seem nonel"  ( I I I ,  i i i ,  126-127) a re  ty p ic a l  o f  l a g o 's  
e x p re ss io n s . Knowing a s  we do th e  t r u e  c h a ra c te r  o f  Iag o , th e  r e p e t i ­
t i o n  o f th e  word h o n es t in  re fe re n c e  to  him ta k e s  on a  h ig h ly  i ro n ic  
c o lo r in g .
33Leonard P ra g e r , "The Clown in  O th e llo ,"  Sg, XI (W inter, 1960),
9 5 .
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O th e llo  i s  a lso  f i l l e d  w ith  d ram atic  iro n y , two d i s t i n c t  ty p es
being  used in  th e  p la y . The f i r s t  ty p e  of d ram atic  iro n y  seems on ly
to  e x p lo i t  th e  d isc rep an cy  betw een th e  knowledge h e ld  by th e  audience
and by th e  c h a r a c te r s .  Hence, knowing a s  i t  does from  th e  o u ts e t  th e
v i l l a in y  o f Iag o , th e  aud ience i s  aware o f th e  iro n y  in  many o f O th e l lo 's
c o n fid e n t speech es. The t r u t h  h e ld  by th e  aud ience i s  f a r  b le a k e r  th an
O th e llo  has re a so n  to  s u sp e c t. O th e llo , a f t e r  be ing  warned in  th e
f i r s t  a c t  o f B ra b a n t io 's  approach , s t a t e s  t h a t  he has no need o f worry:
I  f e tc h  my l i f e  and be ing  
From men o f ro y a l s ie g e ,  and my d em erits  
May speak unbonneted to  as proud a  fo r tu n e  
As t h i s  t h a t  I have r e a c h 'd  . . .
My p a r t s ,  my t i t l e  and my p e r f e c t  so u l
S h a ll  m an ife s t me r i g h t l y .  ( I ,  i i ,  21-32)
Even w ith o u t o u r knowledge o f Iag o , o n e 's  s e lf - a s s u ra n c e  in  " fo r tu n e "
was dangerous to  an E liz a b e th a n , l a g o 's  s ta n d in g  n ea r O th e llo  du rin g  
t h i s  speech a ls o  te n d s  to  c o lo r  th e  p assage  w ith  i ro n y .
There i s  a  second ty p e  o f d ram atic  iro n y  which i s  o f more impor­
ta n c e  to  fo reshadow ing . In  a d d it io n  to  e x p lo i t in g  th e  d isc re p a n c ie s  
between th e  knowledge h e ld  by th e  aud ience and c h a ra c te r s ,  t h i s  type 
p o in ts  d i r e c t ly  tow ard some.happening o r  outcome to  fo llo w . The most 
famous i l l u s t r a t i o n  o f t h i s  ty p e  o f d ram atic  iro n y  i s  B ra b a n tio 's  warn­
in g  to  O th e llo  in  th e  t h i r d  a c t :
Look to  h e r ,  Moor, i f  thou  h a s t  eyes to  see :
She h as  d eceived  h e r f a th e r ,  and may th e e .  ( I ,  i i i ,  293-204)
The above l in e s  a re  a  r a th e r  complex form o f d ram atic  iro n y . Braban­
t i o  ' s  speech fo reb o d in g ly  a ro u ses  f e a r s  in  th e  minds o f th e  aud ience 
f o r  th e  outcome o f th e  m arriag e . A lthough th e  seq u e l shows B rab an tio  
to  be q u ite  wrong in  re g a rd  to  Desdemona's d e c e p tio n , he speaks a  k in d  
o f t r u th ,  f o r  O th e l lo 's  b e l ie f  o f Desdemona's d ece p tio n  le a d s  to  th e
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c a ta s tro p h e . In  a c tu a l i t y  a  l i t e r a l  f u l f i l lm e n t  o f B ra b a n tio ’ s proph­
ecy would have been f a r  l e s s  t r a g i c .  O th e l lo ’s answer to  B rab an tio ,
"My l i f e  upon h e r  f a i t h ! "  ( I ,  i i i ,  295), i s  s im i la r ly  i r o n ic ,  f o r  i t  
too  speaks a  k in d  of t r u t h .
More them any o th e r  c h a ra c te r ,  O th e llo  speaks words o f d ram atic
iro n y . O th e l lo 's  ig n o ran ce  of th e  t r u e  n a tu re s  o f Iago and Desdemona
g iv e s  Shakespeare th e  o p p o rtu n ity  to  g iv e  many i r o n ic  e x p re ss io n s  to
O th e llo .  F or in s ta n c e , a f t e r  s u rv iv in g .th e  storm  on h i s  way to  Cyprus,
O th e llo  see s  Desdemona and say s:
I t  g iv e s  me wonder g re a t  a s  my co n ten t 
To see  you h e re  b e fo re  me. 0 m y ,s o u l 's  joy!
I f  a f t e r  every  tem pest come such calm s,
May th e  winds blow t i l l  th ey  have waken'd dea th !
And l e t  th e  la b o u rin g  bark  clim b h i l l s  o f s e a s
Olym pus-high and duck ag a in  a s  low
As h e l l ' s  from  heaven! I f  i t  were n o t to  d ie ,
'Twere now to  be most happy; f o r ,  I  f e a r ,
My so u l h a th  h e r co n ten t so a b so lu te  
That no t a n o th e r  com fort l i k e  to  t h i s  
Succeeds i n  unknown f a t e .
I cannot speak enough o f t h i s  c o n te n t:
I t  s to p s  me h e re ;  i t  i s  to o  much o f jo y . ( I I ,  i ,  185-199) 
The above p assag e  i l l u s t r a t e s  w ell th e  com plexity  o f S h ak esp e a re 's  ma­
tu r e  te c h n iq u e . There i s  pow erful d ram atic  iro n y  s in c e  O th e l lo 's  u t t e r  
and supreme h ap p in ess  i s  s h o r t ly  to  be d is ru p te d  a s  a  r e s u l t  o f  l a g o 's  
d e c e p tio n . The same ty p e  o f d ram atic  iro n y  i s  used  h e re  as  was used  a t  
th e  b eg inn ing  o f  Act V o f Romeo and J u l i e t  w herein Romeo's dream p r e s ­
ages " jo y fu l  news" j u s t  b e fo re  th e  news o f J u l i e t ' s  d e a th . O th e l lo 's  
" f e a r "  c o n ta in s  a d d i t io n a l  d ram atic  i ro n y , f o r  a n o th e r  "com fort" does 
n o t succeed d u rin g  th e  co u rse  o f th e  drama. The ominous m ention o f 
"unknown f a te "  in  th e  above l in e s  s u b tly  a n t ic ip a te s  "Who can c o n tro l  
h i s  f a te ? "  (V, i i ,  265) in  th e  l a s t  scene o f  th e  p la y .
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O ther p assag es  o f d ram atic  iro n y  spoken by O th e llo  a re  b r ie f e r  
and a re  worked u n o b tru s iv e ly  in to  th e  d ia lo g u e . F or in s ta n c e ,  a f t e r  
be in g  d is tu rb e d  a t  n ig h t because of th e  exchange betw een C assio  and 
Montano, O th e llo  t e l l s  Desdemona th a t  " ' t i s  th e  s o ld i e r s ' l i f e /  To have 
t h e i r  balmy slum bers waked w ith  s t r i f e "  ( I I ,  i i i ,  257-258). These l in e s  
have a p p lic a t io n  bo th  to  th e  im m ediate s i t u a t io n  and to  O th e l lo 's  l a t e r  
s t r i f e  when he b e l ie v e s  Desdemona to  be u n f a i th f u l .  Many of O th e l lo 's  
l a t e r  u t te ra n c e s  to  Iag o , such a s  " I am bound to  th e e  f o r  ev e r"  ( I I I ,  
i i i ,  213) and "Now a r t  thou my l ie u te n a n t"  ( I I I ,  i i i ,  479), may a lso  be 
c a l le d  examples o f d ram atic  iro n y .
One o th e r  example o f d ram atic  iro n y  spoken by O th e llo  seems esp e ­
c i a l l y  s t r ik in g .  When Desdemona le a v e s  th e  .s tag e  in  Act I I I ,  Scene i i i ,  
O th e llo  ex c la im s:
E x c e lle n t w retch! P e r d i t io n  c a tc h  my so u l,
But I do love th ee ! and when I love th e e  n o t,
Chaos i s  come a g a in . ( I l l ,  i i i ,  90-92)
In  t h i s  same scene O th e llo  becomes convinced th a t  Desdemona has deceived
him, and "chaos" i s  shown most v iv id ly  to  come upon him.
Next to  th o se  of O th e llo , Desdemona's speeches c o n ta in  th e  most 
p assag es  o f d ram atic  i ro n y . In  th e  opening  a c t  o f  th e  p la y , f o r  exam­
p le ,  she speaks o f h e r  lo v e  f o r  O th e llo :
That I  d id  lo v e  th e  Moor to  l i v e  w ith  him,
My dow nright v io le n c e  and storm  o f fo r tu n e s
May trum pet to  th e  w orld. ( I ,  i i i ,  249-251)
Desdemona's "sto rm  o f fo r tu n e s "  comes t r u e  in  a  more t e r r i b l e  way th an  
Desdemona cou ld  im agine a t  th e  tim e . E f f e c t iv e  fo reb o d in g  i s  a lso  
ach iev ed  by means o f d ram atic  iro n y  in  Act I I I ,  Scene i i i .  When Desde­
mona p a r t s  from O th e llo  in  t h i s  scene , she say s, "Be a s  your f a n c ie s  
te a c h  y o u ;/  W hate 'e r you be, I  am o b e d ie n t"  ( I I I ,  i i i ,  8 8 -8 9 ).
114
Desdemona*s ch o ice  o f th e  word fa n c ie s  i s  ominous, a t  l e a s t  in  r e t r o ­
s p e c t ,  when we observe  s h o r t ly  th e  savage i n s t i n c t s  w e llin g  up w ith in  
O th e llo . Some of th e  l a t e r  e x p ress io n s  o f Desdemona, such a s  "And h is  
unk indness may d e fe a t  my l i f e , /  But never t a i n t  my lo v e"  (IV , i i i ,  51 ), 
a re  perhaps to o  e x p l i c i t  to  be c a l le d  i r o n i c a l .
In  a d d it io n  to  th e  above, one o th e r  example o f d ram atic  iro n y  
should  be c i t e d .  A fte r  C assio  becomes drunk, Iago says to  Montano:
I f e a r  th e  t r u s t  O th e llo  p u ts  him in ,
On some odd tim e o f h is  in f i r m i ty ,
W ill shake t h i s  i s la n d .  ( I I ,  i i i ,  131-133)
The am biguity  o f th e  word t r u s t  g iv e s  l a g o 's  speech i t s  i r o n ic  q u a l i ty .
Foreshadowing in  O th e llo  i s  ach ieved  by o th e r  means th an  c h a rac ­
t e r i z a t i o n ,  p rem onito ry  s ta te m e n ts , and d ram atic  i ro n y . The storm  a t  
th e  beg inn ing  o f th e  second a c t ,  f o r  exam ple, i s  an im p o rtan t a n t ic ip a ­
to ry  d ev ice . The storm  e s ta b l i s h e s  th e  atm osphere o f O th e llo  as  one of 
suspense and danger; i t  fo re to k e n s  a  storm y p e r io d  on th e  i s la n d ;  and 
i t  p o in ts  to  th e  l a t e r  tem pest in s id e  O th e llo . Many o f th e  speeches in  
th e  second a c t  have a  double meaning, r e f e r r in g  both  to  th e  e x te rn a l  
storm  and to  O th e l lo 's  l a t e r  i n te r n a l  tem p est. F or exam ple, th e  T h ird  
Gentlem an r e p o r ts ,  "C assio  . . . p ray s  th e  Moor be s a fe ;  f o r  th ey  were 
p a r te d /  W ith fo u l and v io le n t  tem pest" ( I I ,  i ,  31 -34 ), and C assio  say s , 
"0 , l e t  th e  h eav en s / G ive him defence a g a in s t  th e  e le m e n ts ,/  For I have 
l o s t  him on a  dangerous sea" ( I I ,  i ,  4 4 -4 6 ).
Foreshadowing i s  a ls o  employed in  O th e llo  by means o f Desdemona's 
p rem on itions o f h e r  own d e a th . A fte r  being  commanded to  p rep a re  fo r  
bed by O th e llo  in  Act IV, Scene i i i ,  Desdemona i s  l e f t  on th e  s ta g e  
w ith  E m ilia . Desdemona's mind im m ediately  tu rn s  to  images o f d ea th :
I f  I  do d ie  b e fo re  th e e , p r i th e e ,  shroud me
In  one o f th o se  same s h e e ts .  (IV , i i i ,  24-25)
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Remembering h e r  m other’s m aid, B arb ara , who was fo rsa k e n  by h e r lo v e r , 
Desdemona r e c a l l s  th e  song o f "w illow " th a t  B arbara  sang when she d ie d . 
L ines from  t h i s  sad  b a l la d , such a s  "S ing a l l  a  g reen  w illow  must be my 
g a rlan d "  (IV, i i i ,  5 1 ), w i l l  no t le a v e  Desdemona1s mind. Because of 
th e  t r a d i t i o n a l  a s s o c ia t io n s  o f a  h e ro in e  s in g in g  a  b a l la d  b e fo re  dying , 
Desdemona’ s s in g in g  a  "w illow " song i s  q u ite  a n t ic ip a to r y .  At th e  con­
c lu s io n  o f th e  b a l la d ,  Desdemona has a  sudden, u n ex p la in ed  p a in : "Mine
eye do i t c h ; /  Doth th a t  bode weeping?" (IV , i i i ,  5 8 -5 9 ). The dark p re ­
sen tim en ts  spoken by Desdemona in  t h i s  p o ignan t scene p rep a re  u s  w ell 
to  ex p ec t h e r  subsequent d ea th .
A f i n a l  a sp ec t o f foreshadow ing in  O th e llo  i s  th e  seem ingly s w if t  
p a ss in g  o f tim e . Again, a  com parison may be drawn between O th e llo  and 
Romeo and J u l i e t . T here, to o , sw if tn e s s  and h a s te  a re  g r e a t ly  empha­
s iz e d . Due to  th e  s tra n g e n e ss  and sh o r tn e s s  o f t h e i r  c o u r ts h ip ,  O th e llo  
and Desdemona needed tim e so a s  to  u n d e rs tan d  each o th e r  more co m p le te ly . 
O th e llo  needed to  r e a l i z e  th e  t ru e  w orth o f Desdemona and to  r e a l i z e  
th e  r e a l i t y  and s tr e n g th  of h er lo v e  f o r  him . The p o te n t ia l  h e ig h ts  
o f t h e i r  m arriage  a re  u n lim ite d , b u t i t s  worth a t  th e  o u ts e t  i s  un­
known. 34 I f  th e re  had been tim e , th e  p o te n t ia l  o f  t h e i r  m arriag e  m ight 
have been ach iev ed . As one watches O th e llo . however, he f e e l s  th a t  
tim e was n o t allow ed them. In  o rd e r  to  ach ieve t h i s  i l l u s i o n  o f f l e e t ­
in g  tim e , Shakespeare u ses  o b je c t iv e  tim e and s u b je c tiv e  tim e , th e  so -  
c a l le d  "doub le-tim e" o f th e  com m entators. On one hand th e r e  i s  o b jec ­
t i v e  tim e , fo r  s e v e ra l re fe re n c e s  in  th e  p lay  p o in t  o u t t h a t  s e v e ra l 
weeks have e lap sed  s in c e  th e  a r r i v a l  in  Syprus. For in s ta n c e , Roderigo 
has no more money i n  Act I I ,  Scene i i i ,  a lthough  he s e l l s  a l l  o f h is
34C h arlto n , S hakespearian  T ragedy, p . 130.
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lan d  j u s t  b e fo re  le a v in g  V enice; B ianca com plains th a t  C assio  has n o t 
been to  see h e r  in  a  week; and Iago in s in u a te s  t h a t  C assio  has seen  
Desdemona on s e v e ra l  o c c a s io n s . On th e  o th e r  hand th e re  i s  th e  more 
im p o rtan t s u b je c tiv e  o r  d ram atic  tim e . In  view ing O th e llo  one f e e l s  
as  i f  th e  a c t io n  ru sh e s  q u ick ly  to  i t s  c a ta s tro p h e  in  a  p e rio d  o f two 
o r  th re e  days. Knowing th e  im portance o f tim e to  O th e llo  and Desdemona 
and see in g  th i s  tim e den ied  to  them, one becomes app reh en siv e  o f t h e i r  
m a rr ia g e .
O th e llo . S h ak esp ea re 's  most r e a l i s t i c  tra g e d y , has  n o th in g -su p e r­
n a tu ra l  o r  a w e -in sp ir in g  in  th e  a c t io n  o f th e  drama. I t  i s  p layed  more 
in  th e  open l i g h t ;  ev e ry th in g  rem ains humanly c r e d ib le .  The most s t r i k ­
in g  i l l u s t r a t i o n s  o f foreshadow ing in  O th e llo  a re  ex p re ss io n s  o f drama­
t i c  i ro n y . In  a  drama of d ecep tio n  and in t r ig u e ,  th e  d isc rep an cy  
between th e  knowledge h e ld  by th e  aud ience and by th e  c h a ra c te r s  i s  
n a tu r a l ly  q u ite  im p o rta n t. In  a  comedy th e  om n isc ien t aud ience knows 
t h a t  th e  s i tu a t io n  i s  b e t t e r  th a n  th e  c h a ra c te r s  have any way o f know­
in g . There i s  u s u a l ly  a  V in cen tio  o r  a  P ro sp ero  p re s e n t  who has  th e  
power o f cau sin g  th e  p lay  to  end h a p p ily . In  O th e l lo , however, because 
o f our knowledge o f th e  t r u e  n a tu re  o f Iag o , we know th a t  th e  s i t u a t io n  
i s  a c tu a l ly  d a rk e r th a n  th e  o th e r  c h a ra c te r s  can im agine. T h is  sense  
o f iro n y  which pervades p r a c t i c a l ly  every  l i n e  c re a te s  th e  a p p ro p r ia te  
c lim a te  o f app rehension  f o r  th e  outcome o f th e  drama.
King L ear
Although King L e a r , perhaps th e  m aste rp iece  o f S h ak esp ea re 's  
t r a g e d ie s ,  does n o t c o n ta in  a s  many s p e c i f ic  foreshadow ing d ev ices  as 
some o f th e  l e s s e r  t r a g e d ie s ,  i n  i t  foreshadow ing i s  most i n t e g r a l l y
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and a r t i s t i c a l l y  u se d . In  King Lear th e  fu s io n  o f foreshadow ing w ith  
o th e r  e lem ents o f th e  drama i s  v i r t u a l l y  com plete, e lem ents o f fo re s h a ­
dowing be ing  in terw oven  in to  th e  t o t a l  s t r u c tu r e  o f th e  p la y . There­
f o r e ,  though foreshadow ing i s  om nipresen t i n  King L e a r , i t  can h a rd ly  
be c o n s id e red  as  a  se p a ra b le  e lem en t; i t  i s  in vo lved  i n  in c id e n t ,  c h a r­
a c te r ,  atm osphere, and image a s s o c ia t io n s  more s ig n i f i c a n t ly  th a n  in  
obvious foreshadow ing d e v ic e s .
A lthough Shakespeare h as  many so u rce s  fo r  h i s  p la y  King L e a r , th e  
anonymous The True C h ro n ic le  H is to ry  o f King L e ir  fu rn is h e d  most o f th e  
ev en ts  f o r  S h ak esp ea re 's  p la y . The True C h ro n ic le  H is to ry  o f  King L e i r . 
based on H olinshed , d id  n o t have a  t r a g ic  end ing , f o r  by th e  in te rv e n ­
t io n  o f th e  F rench  King, L e ir  was r e s to r e d  to  th e  th ro n e  and re ig n ed  
u n t i l  h i s  d e a th . T h e re fo re , s in c e  th e  E liz a b e th a n  aud ience would ten d  
to  ex p ec t a  c h e e r fu l  ending  to  th e  s to ry  o f King L ear, Shakespeare had 
to  ta k e  s p e c ia l  c a re , beg inn ing  a s  e a r ly  a s  th e  f i r s t  scene of th e  
drama, to  p re p a re  f o r  th e  t r a g ic  outcom e. By p o in tin g  o u t th e  ra sh n ess  
o f L e a r’ s d e c is io n  to  d iv id e  h is  kingdom, by p o r tra y in g  L e a r 's  m adness, 
by u se  o f d ram atic  iro n y , by p re s e n tin g  a  dark  and gloomy tone  and a t ­
m osphere, by re v e a lin g  th e  t r u e  n a tu re  o f th o se  in d iv id u a ls  opposed to  
L ear, and by drawing p a r a l l e l s  between th e  t r a g ic  f a t e s  o f G lo u ce s te r  
and L ear, Shakespeare foreshadow s L e a r 's  f i n a l  doom.
I t  i s  made c le a r  a t  th e  beg inn ing  o f th e  p lay  t h a t  King L e a r 's  
d e c is io n  to  d iv id e  h i s  kingdom among h is  d au g h te rs  i s  a  f o o l i s h  one 
which w il l  b r in g  about r u in  to  in d iv id u a ls  and to  th e  n a t io n .  The con­
fu s io n  which i s  b rought about as  a  r e s u l t  o f  L e a r 's  d e c is io n  to  g ive  
ov er th e  so v e re ig n ty  o f h i s  kingdom i s  f i r s t  in d ic a te d  on th e  human
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l e v e l . 33 L ear h im se lf  lo s e s  th e  a b i l i t y  to  d i f f e r e n t i a t e  appearance 
and r e a l i t y .  For in s ta n c e ,  he la v is h e s  h i s  w ea lth  upon h i s  two hypo­
c r i t i c a l  d au g h te rs , G o n e ril and Regan, and b an ish e s  C o rd e lia  w ith o u t a  
p o r t io n .  As a  r e s u l t ,  a l l  re a d e rs  who have any knowledge o f human na­
tu r e  " fo re s e e  fo r  Lear dangers a r i s in g  from  h is  h o t-tem p ered  r u th le s s ­
n ess  in  Act I . " 36 S ev era l c h a ra c te r s  s p e c i f i c a l l y  p o in t  o u t th a t  Lear 
has done wrong. The lo y a l  K ent, b e l ie v in g  L e a r 's  d e c is io n  to  be ra s h , 
u rg e s  Lear to  revoke h is  judgment (1 , i ,  15 1 ). Kent a ls o  says to  L ear, 
" I ' l l  t e l l  th e e  thou  d o s t e v i l "  ( I ,  i ,  16 9 ). The F o o l, to o , makes nu­
merous rem arks which rem ind Lear and th e  aud ience o f L e a r 's  e r r o r  o f 
judgm ent. The F o o l, f o r  exam ple, say s  t h a t  i f  he had an egg he could  
g iv e  L ear two crowns:
Why, a f t e r  I have c u t th e  egg i '  th e  m idd le , and e a t  up th e  
m eat, th e  two crowns o f th e  egg . When thou  c lo v e s t  th y  crown i '  
th e  m iddle , and g av es t away bo th  p a r t s ,  thou  b o re s t  th y  a s s  on 
th y  back o 'e r  th e  d i r t :  thou  h a d s t l i t t l e  w it in  thy  b a ld  crown,
when thou g av es t th y  go lden  one away. ( I ,  iv ,  173-178)
The Fool a lso  t e l l s  L ear, "Thou h a s t  p ared  th y  w it o ' b o th  s id e s ,  and 
l e f t  n o th in g  i '  th e  m iddle" ( I ,  iv ,  205-206). P ro v e rb s , to o , a re  quoted 
by th e  F ool which have a  p a r t i c u la r  a p p l ic a t io n  to  L e a r’ s f u tu r e :  "The
hedge-sparrow  fed  th e  cuckoo so l o n g , /  That i t  had i t  head b i t  o f f  by 
i t  young" ( I ,  iv ,  235-236). Hence, L e a r 's  a c t io n s  in  th e  f i r s t  a c t  a re  
shown to  c r e a te  th e  s i t u a t io n  th a t  soon r e a c t s  on him b r in g in g  him s u f ­
f e r in g  and d e a th .
The s e r io u s n e ss  o f L e a r 's  d e c is io n  to  d iv id e  h is  kingdom, however, 
i s  in d ic a te d  more f o r c e f u l ly  in  th e  u ltra -h u m an  w orld . P o r te n ts  g iv e
35R ib n er, P a t te r n s  in  S hakespearian  T ragedy. p . 120.
36M artha H ale Shackford , S hakespeare . S ophocles: D ram atic Themes
and Modes (New York, 1960), p . 80.
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ev id en ce  th a t  c e r t a in  n a tu r a l  fundam entals  have been v io la te d .  Q uite  
e a r ly  in  th e  p lay  G lo u ce s te r  draws a  v iv id  p ic tu r e  o f th e  chaos which 
i s  to  envelop th e  co u n try :
These l a t e  e c l ip s e s  in  th e  sun and moon p o rte n d  no good to  
u s : though th e  wisdom o f n a tu re  can  reaso n  i t  th u s  and th u s ,
y e t n a tu re  f in d s  i t s e l f  scourged by th e  sequen t e f f e c t s :  love
c o o ls , f r ie n d s h ip  f a l l s  o f f ,  b ro th e rs  d iv id e : i n  c i t i e s ,  m u ti­
n ie s ;  in  c o u n tr ie s ,  d is c o rd ; i n  p a la c e s ,  t r e a s o n ;  and th e  bond 
cracked  'tw ix t  son and f a t h e r .  T h is  v i l l a i n  o f mine comes under 
th e  p r e d ic t io n ;  t h e r e 's  son a g a in s t  f a th e r :  th e  k in g  f a l l s  from
b ia s  o f n a tu re ;  t h e r e 's  f a th e r  a g a in s t  c h i ld .  We have seen th e  
b e s t  o f our tim e : m ach in a tio n s, ho llow ness, t re a c h e ry , and a l l
ru in o u s  d is o rd e r s ,  fo llo w  us d is q u ie t ly  to  o u r g ra v e s .
( I ,  i i ,  112-123)
Such m assive in v e rs io n s  as enum erated by G lo u c e s te r  in d ic a te  th e  magni­
tu d e  o f L e a r 's  i n i t i a l  s in .  In s ta n c e s  o f p e rv e rs io n , more p re v a le n t in  
t h i s  drama th a n  in  any o th e r  Shakespearean  p la y , c o n tin u e  to  re v e a l  
th a t  L e a r 's  i n i t i a l  d e c is io n  was wrong.
The madness o f L ear i s  an o th e r  means by which Shakespeare p re p a re s  
th e  aud ience  f o r  th e  t r a g ic  outcom e. As i t  i s  t r e a te d ,  L e a r 's  madness 
p ro g re s s iv e ly  enhances th e  t r a g ic  s e r io u s n e s s .  In  th e  so u rce  m a te r ia l  
f o r  King Lear th e  King does n o t go mad. T h e re fo re , as m ight be expected , 
Shakespeare ta k e s  s p e c ia l  e f f o r t s  to  p re p a re  u s  f o r  L e a r 's  madness so 
t h a t  i t  w i l l  seem a  lo g ic a l  and in e v i ta b le  developm ent. The su g g estio n s  
o f madness a re  q u i te  s u b tle  a t  f i r s t  b u t become more e x p l i c i t  a s  th e  
drama d ev e lo p s . The K in g 's  la c k  o f judgm ent and o u tb u rs ts  o f w rath  in ­
d ic a te  a  la c k  o f s e l f - c o n t r o l ,  th u s  in  some sense  a n t ic ip a t in g  h is  mad­
n e ss . Foreshadow ing i s  a ls o  ach ieved  by means o f r e p e t i t i o n  o f th e  term
madness i t s e l f .  As e a r ly  a s  th e  opening  scene o f th e  drama, Kent h in ts
(
a t  t h i s  madness: " .  . . b e  Kent u n m an n erly ,/ When Lear i s  mad" ( I ,  i ,
147-148). Toward th e  c lo s e  o f th e  f i r s t  a c t ,  Lear fo re b o d in g ly  e n t r e a ts :  
"0 , l e t  me no t be mad, n o t mad, sw eet heavenI/  Keep me in  tem per: I
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would n o t be mad" ( I ,  v , 5 0 -5 1 ). U n ti l  he p lunges in to  madness on th e  
h e a th  in  Act I I I ,  L ear c o n tin u e s  to  f e a r  t h a t  he w i l l  go mad. H is  ex­
p re s s io n s  " I  p r i th e e ,  d au g h te r, do n o t make me mad" ( I I ,  iv ,  221), "O 
f o o l ,  I  s h a l l  go madl" ( I I ,  iv ,  289), "My w its  beg in  to  tu rn "  ( I I I ,  i i ,  
67), " .  . . th e  tem pest in  my m ind/ Doth from  my sen ses  ta k e  a l l  f e e l ­
in g  e l s e /  Save what b e a ts  th e re "  ( I I I ,  iv ,  1 2 -1 4 ), and "0 , t h a t  way 
madness l i e s "  ( I I I ,  i v ,  21) keep th e  though t o f L e a r 's  f u tu r e  p o s s ib le  
madness b e fo re  u s .  The Fool o b serv es  on th e  h ea th  th a t  "T h is  co ld  
n ig h t  w i l l  tu rn  us a l l  to  f o o ls  and madmen" ( I I I ,  i v ,  8 1 ).
D ram atic iro n y , a  method o f foreshadow ing e s p e c ia l ly  e f f e c t iv e  in  
O th e llo  and M acbeth, i s  r e l a t i v e ly  l e s s  prom inent i n  King L e a r . At th e  
b eg in n in g  o f th e  drama Lear w ishes to  co n fe r  th e  r e s p o n s i b i l i t i e s  o f 
k in g sh ip  upon "younger s tr e n g th s "  so t h a t  he "u n b u rth e n 'd "  may "craw l 
tow ard d ea th "  ( I ,  i ,  4 1 -4 2 ). At t h i s  p o in t  in  th e  drama L ear would 
have no knowledge o f th e  f a t e  which aw a its  him and which i s  to  c a s t  him 
o u t in to  th e  h e a th  to  l i v e  an  a n im a l- l ik e  e x is te n c e .  D ram atic iro n y  i s  
a ls o  p re se n t in  L e a r 's  "So be my grave my peace" ( I ,  i ,  127 ). Again 
L e a r 's  words a re  t r u e r  th an  he co u ld  im agine a t  t h i s  p a r t i c u la r  tim e .
In  th e  F o o l 's  s ta tem e n t to  L ear, " S h a lt  see th y  o th e r  d au g h ter w i l l  u se  
th e e  k in d ly "  ( I ,  v , 1 4 -1 5 ), th e  iro n y  r e s t s  upon th e  am biguity  o f th e  
word k in d ly .
The most pow erfu l d ram atic  iro n y  o f  any Shakespearean tra g ed y  ap­
p e a rs  in  th e  f i n a l  a c t  o f King L e a r . L e a r 's  s ta te m e n t o f i d y l l i c  h ap p i­
ness upon be in g  r e jo in e d  w ith  C o rd e lia , coming a s  i t  does j u s t  b e fo re  
C o rd e lia  i s  hanged, c o n ta in s  in te n s e  iro n y :
No, no, no, nol Come, l e t ' s  away to  p r is o n :
We two a lo n e  w i l l  s in g  l i k e  b i rd s  i '  th e  cage:
When thou  d o s t ask  me b le s s in g ,  I ' l l  k n ee l down,
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And ask o f th e e  fo rg iv e n e s s :  so w e 'l l  l i v e ,
And p ray , and s ig n , and t e l l  o ld  t a l e s ,  and laugh 
At g ild e d  b u t t e r f l i e s ,  and h ea r  poor rogues 
Talk  o f c o u r t news; and w e 'l l  t a l k  w ith  them to o ,
Who lo s e s  and who w ins; w ho's in ,  w ho's o u t;
And ta k e  upon ' s  th e  m ystery  o f th in g s ,
As i f  we were G od 's s p ie s :  and w e 'l l  wear o u t,
In  a  w a l l 'd  p r is o n , packs and s e c ts  o f g re a t  o n e s , '
That ebb and flo w  by th e  moon.
Upon such s a c r i f i c e s ,  my C o rd e lia ,
The gods them selves throw  in c e n se . Have I  caught th ee?
He th a t  p a r t s  u s  s h a l l  b r in g  a  brand from heaven,
And f i r e  u s  hence l i k e  fo x e s . Wipe th in e  eyes;
The good-years s h a l l  devour them, f l e s h ,  and f e l l ,
Ere th ey  s h a l l  make u s  weep: w e 'l l  see  'em s ta rv e  f i r s t .
(V, i i i ,  8-25)
The in te n s i t y  o f t h i s  i r o n ic  foreshadow ing i s  co n tin u ed  l a t e r  in  th e
scen e . Lear d ie s  w ith  th e  jo y fu l  i l l u s i o n  t h a t  C o rd e lia  i s  n o t dead
a f t e r  a l l  b u t b re a th in g :
Do you see  t h i s ?  Look on h e r ,  lo o k , h e r l i p s ,
Look th e r e ,  look  th e re I  (V, i i i ,  310-311)
T h is  foreshadow ing scene i s  re m in isc e n t o f  two e a r l i e r  scenes o f Shake­
sp e a re : Romeo, j u s t  b e fo re  J u l i e t ' s  d e a th , t e l l s  o f h is  " jo y fu l"  dream,
and O th e llo , a f t e r  h i s  reu n io n  w ith  Desdemona on C ypress, ex p re sse s  op­
tim ism  f o r  com plete m a r i ta l  b l i s s .
The t r a g ic  to n e  and atm osphere o f King Lear a ls o  p o in t  to  a  t r a g ic  
en d in g . S e t t in g  i t s e l f ,  by c o n tr ib u t in g  to  th e  dark  mood o f th e  p la y , 
becomes an elem ent o f fo reshadow ing . In  most o f th e  scenes L ear i s  seen  
on a  gloomy h e a th  i n  th e  m id st o f  a s s a u l t in g  winds and "o a k -c lea v in g  
th u n d e rb o lts ."  R eferen ces  to  c r e a tu re s  such a s  r a t s ,  l i z a r d s ,  ow ls,1 
w olves, and to a d s  a re  a ls o  a  p a r t  o f  th e  p o r te n to u s  atm osphere o f th e  
drama. In  King L ear s ix ty - fo u r  an im als a re  named, many o f which a re  
r e f e r r e d  to  w ith  a v e rs io n . Also h e lp in g  to  e s ta b l i s h  th e  b leak  atm os­
p h ere  o f th e  p la y  a re  th e  e x p re ss io n s  o f d e s p a ir .  F or in s ta n c e ,  in  h is  
d e e p e s t moment o f pessim ism , th e  E a rl o f  G lo u c es te r  ex c la im s:
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As f l i e s  to  wanton boys, Eire we to  th e  gods,
They k i l l  u s  f o r  t h e i r  s p o r t .  (IV , i ,  38-39)
Even th e  s o -c a l le d  p o s i t iv e  d e c la ra t io n s  o f f o r t i t u d e  sire f i l l e d  w ith
shades o f deirkness. F or instEuice, E d g a r 's  counsel to  h i s  h a p le s s
f a th e r  p o in ts  o u t th e  b i t t e r n e s s  o f b i r t h  and th e  i n e v i t a b i l i t y  o f
d e a th :
Men must endure 
T h e ir  going hence, even a s  t h e i r  coming h i th e r :
R ipeness i s  a l l .  (V, i i ,  9-11)
"T h e ir coming h i th e r "  r e c a l l s  L e a r 's  "We came c ry in g  h i t h e r : /  Thou 
k n o w 's t, th e  f i r s t  tim e th a t  we sm ell th e  a i r . /  We wawl and c ry "  (IV, 
v i ,  182-184). Although such a  term  as  atm osphere i s  r a th e r  in ta n g ib le ,  
th e  s u b je c tiv e  im p ressio n  re c e iv e d  from  King Lear i s  q u i te  d i s t in c t iv e ,  
i t  being  dark  Etnd gloomy, even overw helm ingly p e s s im is t ic .  The to n e , 
and atm osphere o p e ra te  p o w erfu lly  to  foreshadow  d i s a s t e r ,  b u t, as  p re ­
v io u s ly  su g g ested , th ey  a re  so u n iq u e ly  and in t im a te ly  in terw oven  w ith  
o th e r  e lem ents o f th e  tra g ed y  t h a t  we a re  h a rd ly  aware o f them se p a r­
a te ly  a s .d e v ic e s  o f fo reshadow ing .
One reaso n  why e v i l  seems so pow erfu l in  King L ear i s  th a t  th e re  
a re  fo u r  v i l l a i n s  in s te a d  o f th e  custom ary one o r  tw o. Edmund, G o n e ril, 
Regan, and th e  Duke of Cornw all a re  a l l  e v i l  alm ost beyond b e l i e f .  I t  
i s  i n t e r e s t in g  to  n o te  how th e  v i l l a i n y  o f each of th e s e  c h a ra c te r s  i s  
a n t ic ip a te d .  G o n e ril and Regan a re  p o in te d  o u t to  be v i l l a in e s s e s  in  
th e  opening scene o f th e  p la y . As C o rd e lia  leav es  w ith  th e  King of 
Framce, she ad d resses  h e r  s i s t e r s  and in d ic a te s  to  th e  aud ience  th e  
t r u e  n a tu re  o f h e r s i s t e r s :
I  know you what you a re ;
And l i k e  a  s i s t e r  am most lo a th  to  c a l l
Your f a u l t s  as  th ey  a re  named. Use w ell o u r f a th e r :
To your p ro fe s se d  bosoms I  commit him:
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But y e t ,  a la s ,  stood  1 w ith in  h i s  g race ,
I  would p r e f e r  him to  a  b e t t e r  p la c e .  ( I ,  1 , 272-277)
We a re  a ls o  forew arned  o f th e  v i l l a in y  of Edmund. Edmund t e l l s  u s  th a t  
h is  " n a t iv i ty  was under U rsa m ajor" ( I ,  i i ,  141). Mars, a  m a lic io u s  
worker o f e v i l ,  and Venus were f e l t  to  in f lu e n c e  th o se  born under U rsa 
m a jo r .37 T h e re fo re , one born under t h i s  s ig n  would ten d  to  be "rough 
and le c h e ro u s"  as  Edmund ad m itted  he was. Edmund a ls o  d en ie s  a l l  p la n ­
e ta ry  in f lu e n c e s  upon o n e 's  l i f e ,  a  f a c t  which because o f th e  co n tex t 
o f th e  p la y  marks him as  an i n f i d e l .  Foreshadowing i s  n o t r e a l l y  nec­
e s sa ry  f o r  Edmund's c h a ra c te r ,  f o r  a t  th e  beg inn ing  o f Act I ,  Scene i i ,  
Edmund openly  ex p re sse s  h i s  v i l l a in y  and announces h i s  p la n s  to  g e t 
E d g a r 's  r i g h t f u l  p la c e .  Thus, Edmund jo in s  th e  ranks o f such s e l f - e x ­
p re sse d  v i l l a i n s  a s  R ichard  I I I  and Iag o .
The s u f f e r in g s  and b lin d in g  o f G lo u ce s te r  make u s  apprehensive  
co n cern in g  th e  f a t e  o f King L ear, f o r  G lo u c e s te r 's  and L e a r 's  l i v e s  and 
c ircu m stan ces  run  p a r a l l e l .  Both a re  o ld  and r a th e r  f o o l i s h  men a t  th e  
b eg inn ing  o f  th e  drama; bo th  a re  deceived  by t h e i r  e v i l  c h i ld re n  and 
b an ish  t h e i r  lo y a i  c h i ld re n ;  b o th  a re  fo rc e d  hom eless onto  th e  d e s o la te  
h e a th ; and both  g ra d u a lly  re c e iv e  in s ig h ts  as to  th e  t ru e  v a lu e s  o f th e  
w orld . Thus, th e  b lin d in g  o f G lo u ce s te r  p re p a re s  f o r  a  c a ta s tro p h e  to  
b e f a l l  L e a r. The b lin d in g  a ls o  em phasizes th e  extrem e v ic io u sn e s s  o f 
th e  v i l l a i n s  in  th e  p la y .
The exam ples o f foreshadow ing c i te d  above r e f e r  to  L e a r 's  t r a g ic  
outcom e. Foreshadow ing, however, i s  u sed  f o r  o th e r  pu rposes in  King 
L e a r . One such purpose i s  to  p re p a re  f o r  th e  storm , whose in f lu e n c e  
upon th e  c l im a c tic  scen es  o f Act I I I  i s  q u i te  im p o rta n t. P re p a ra tio n
37Johnstone P a r r ,  T am burlaine*s Maiadv and O ther Essays on 
A stro lo g y  in  E liz a b e th a n  Drama (U n iv e rs ity , Alabama, 1963), p . 82.
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f o r  th e  storm  b eg in s  in  Act I  w ith  th e  Fool c h id in g  Kent f o r  rem aining
f a i t h f u l  to  L ear:
S ir r a h ,  you were b e s t ta k e  my coxcomb  Why, f o r  ta k ­
in g  o n e 's  p a r t  t h a t ' s  o u t o f  fa v o u r: nay, an thou c a n s t no t
sm ile  as  th e  wind s i t s ,  t h o u 'I t  c a tc h  co ld  s h o r t ly .
( I ,  iv ,  109-113)
L e a r 's  c u rse  to  G o n eril in  Act I ,  " B la s ts  and fogs upon th e e !"  ( I ,  iv ,  
321), i s  l a t e r  to  tu rn  i r o n ic a l ly  upon him.
Numerous re fe re n c e s  to  th e  storm  a re  in c lu d ed  in  th e  second a c t .  
F o r in s ta n c e , in  d e c la r in g  h is  in te n t io n  to  become a  Bedlam beggar in  
o rd e r  to  escape c a p tu re , Edgar says t h a t  he w i l l  "w ith  p re se n te d  naked­
n e ss  o u tfa c e /  The winds and p e rse c u tio n s  o f th e  sky" ( I I ,  i i i ,  1 1 -1 2 ). 
Regan t e l l s  Lear t h a t  "N ature in  you s ta n d s  on th e  very  v e rg e /  Of her 
c o n fin e "  ( I I ,  iv ,  149-150). The F o o l, to o , a n t ic ip a te s  th e  storm  of 
Act I I I :
That s i r  which se rv e s  and seeks f o r  g a in ,
And fo llo w s  bu t f o r  form ,
W ill pack when i t  b eg ins to  r a in ,
And le av e  th e e  i n  th e  sto rm . ( I I ,  iv ,  79-82)
A few l i n e s  l a t e r ,  L ear, in  r e f e r r in g  to  G o n e r il ,  c a l l s  up images which
p a r a l l e l  th o se  seen  in  th e  storm  on th e  h e a th :
You nim ble l ig h tn in g s ,  d a r t  your b l in d in g  flam es 
I n to  h e r  s c o rn fu l eyes! I n f e c t  h e r  beau ty ,
You fe n -s u c k 'd  fo g s , drawn by th e  pow erfu l sun,
To f a l l  and b la s t  h er p r id e !  ( I I ,  iv ,  167-170)
In  th e  same scene Lear r e fu s e s  to  r e tu r n  to  G o n e r i l 's  house, s t a t in g
t h a t  he p r e f e r s  to  rem ain w ith  n a tu re :
No, r a th e r  I a b ju re  a l l  ro o f s ,  and choose 
To wage a g a in s t  th e  enm ity o ' th e  a i r ;
To be a  conrade w ith  th e  wolf and o w l,—
N e c e s s i ty 's  sh arp  pinch! ( I I ,  iv ,  210-214)
S ev era l l in e s  a t  th e  c lo se  o f  Act I I ,  such a s  "L et u s  w ithdraw ; ' t w i l l
be a  storm " ( I I ,  iv ,  290), "A lack, th e  n ig h t  comes on, and th e  b leak
125
w in d s/ Do s o re ly  r u f f l e "  ( I I ,  i v ,  303-304), and "Shut up your doors, 
my lo rd ;  ' t i s  a  w ild  n ig h t"  ( I I ,  iv ,  311), p o in t e x p l i c i t l y  to  th e  
storm  in  th e  t h i r d  a c t .
Shakespeare a ls o  f o r e t e l l s  th e  impending b lin d in g  o f G lo u c e s te r . 
P re p a ra tio n  i s  begun in  G lo u c e s te r ' s  " L e t ' s  see  . . .  I  s h a l l  n o t need 
s p e c ta c le s "  ( I ,  i i ,  34-35) and K e n t 's  "See b e t t e r ,  L ear; and l e t  me 
s t i l l  rem ain / The t r u e  b lank  o f th in e  eye" ( I ,  i ,  160-161). O ther 
l i n e s  in  King Lear p o in t  more s p e c i f i c a l ly  to  G lo u c e s te r 's  b l in d in g .
In  Act I ,  f o r  example, L ear s t a t e s ,
Old fond  ey es ,
Beweep t h i s  cause  a g a in , I ' l l  p luck  ye o u t,
And c a s t  you, w ith  th e  w a te rs  t h a t  you lo s e ,
To tem per c la y .  ( I ,  iv ,  323-326)
L a te r  in  th e  p lay  when Cornwall sends o u t s o ld ie r s  to  b r in g  G lo u ces te r  
to  him, G o n eril ex c la im s, "P luck  o u t h i s  eyes" ( I I I ,  v i i ,  5 ) .  G louces­
t e r  i s  c ap tu red  and adm its  t h a t  he was going tow ard Dover to  a id  L ear. 
When asked why he was g iv in g  a id  to  L ear, G lo u c e s te r , i r o n i c a l ly  sug­
g e s tin g  h i s  own f a t e ,  r e p l i e s ,  "Because I would n o t see th y  c ru e l 
n a i l s /  P luck  o u t h i s  poor o ld  eyes" ( I I I ,  v i i ,  5 6 -5 7 ).
Numerous r e fe re n c e s  to  th e  gods who a re  b e liev ed  to  be o p e ra tiv e  
in  m a in ta in in g  j u s t i c e  h e lp  to  foreshadow  th e  impending punishm ents 
f o r  G o n e r il ,  Regan, C ornw all, and Edmund. That a  power e x i s t s  which 
w i l l  b r in g  r e t r i b u t io n  i s  in d ic a te d  in  King L e a r . There a re  many r e f ­
e ren c es  to  th e  h ig h e r  power o f th e  u n iv e rse , whether i t  i s  r e fe r r e d  to  
as  heaven, n a tu re , o r  god. Because King L ear i s  s e t  i n  leg en d ary  p re -  
E n g lish  tim e s , th e s e  re fe re n c e s  a re  d i r e c te d  tow ard th e  pagan gods. 
L e a r, b e lie v in g  th a t  th e  gods re p re s e n t a  r e t r i b u t i v e  fo rc e  which keeps 
a  b a lan ce  between m an 's d e s tin y  w ith  h i s  goodness, u t t e r s  many
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ap o stro p h es  to  them, hoping th a t  th ey  w il l  h ea r  him and pun ish  h is  
d a u g h te rs . Such s ta te m e n ts  from L ear a s  "H ear, n a tu re ,  h e a r ; d ear 
goddess, h ea r I/  Suspend th y  p u rpose , i f  thou  d id s t  in te n d /  To make 
t h i s  c r e a tu re  [G o n eril]  f r u i t f u l I "  Cl, iv ,  297-299), "A ll th e  s to re d  
vengeances o f heaven f a l l /  On h e r  [G o n e r i l 's ]  in g r a te f u l  to p i"  ( I I ,  
i v ,  164-165), and "0 h e a v e n s ,/  I f  you do lo v e  o ld  men . . . /  Make i t  
your cau se ; send down, and ta k e  my p a r t i "  ( I I ,  iv ,  192-195) keep th e  
r e t r i b u t i v e  power o f th e  gods in  o u r m inds.
The in s t i n c t i v e  re sp o n ses  made by th e  th re e  s e rv a n ts  o f Cornwall
a re  a ls o  q u ite  im p o rtan t in  b u ild in g  up a  concept o f th e  g o d s .38 A fte r
th e  b lin d in g ' o f G lo u c e s te r , a  s e rv a n t f ig h t s  and wounds Cornwall and
im m ediately  i s  k i l l e d  by Regan. The second s e rv a n t ,  s ee in g  Cornwall
th e  v ic to r  and n o t knowing o f h i s  f a t a l  wound, u t t e r s  h is  p r o te s t :
" I ' l l  never c a re  what w ickedness I  d o , /  I f  t h i s  man come to  good" ( I I I ,
v i i ,  9 9 -1 0 0 ). The t h i r d  s e rv a n t, i n  s im i la r  th o u g h t, adds o f Regan:
" I f  she l i v e  lo n g , /  And i n  th e  end meet th e  o ld  co u rse  o f d e a th , /
Women w il l  a l l  tu rn  m onsters"  ( I I I ,  v i i ,  100-102). When th e  Duke of
Albany h e a rs  o f th e  m u ti la t io n  o f G lo u c e s te r , he f o r c e f u l ly  sa y s ,
I f  t h a t  th e  heavens do n o t t h e i r  v i s ib l e  s p i r i t s  
Send q u ick ly  down to  tame th e se  v i l e  o f fe n c e s ,
I t  w i l l  come,
Humanity must p e r fo rc e  p rey  on i t s e l f ,
L ike m onsters o f th e  deep . (IV , i i ,  46-50)
A few moments l a t e r ,  however, a  m essenger e n te r s  and announces th e  
d ea th  o f C ornw all. As Albany in d ic a te s  in  th e  fo llo w in g  speech , Corn­
w a l l 's  d ea th  shows th a t  j u s t i c e  i s  m a in ta in ed :
T h is shows you a re  above,
You j u s t i c e r s ,  t h a t  th e s e  o u r n e th e r  crim es
So s p e e d ily  can  vengel (IV , i i ,  78-80)
OQ
C h arlto n , S hakespearian  T ragedy. pp . 214-215.
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T h a t th e  gods a re  o p e ra tiv e  in  m a in ta in in g  j u s t i c e  foreshadow s th e  im­
pending  punishm ents fo r  G o n e r il ,  Regan, and Edmund, c h a ra c te r s  damned 
a s  a  r e s u l t  o f t h e i r  f a i l u r e  to  observe  blood t i e s  and a s  a  r e s u l t  o f 
t h e i r  c r u e l t i e s  to  hum anity. The f a t e  o f th e se  i s  a c c u ra te ly  d e p ic te d  
by Albany:
She th a t  h e r s e l f  w il l  s l i v e r  and d isb ran ch
From her m a te r ia l  sap , p e r fo rc e  must w ith e r
And come to  dead ly  u se . (IV , i i ,  34-36)
The d ea th s  o f th e se  v i l l a i n s ' in d ic a te  t h a t  Edmund's words to  h i s  f a th e r ,
t
" .  . . th e  reveng ing  g o d s/ 'G a in s t p a r r ic id e s  d id  a l l  t h e i r  th u n d ers  
bend" ( I I ,  i ,  47 -48 ), a re  t r u e r  th an  Edmund would have supposed a t  th e  
t im e .
The r e g e n e ra tio n  o f Lear i s  a ls o  a n t ic ip a te d  th ro u g h o u t th e  drama. 
The s to ry  o f G lo u ce s te r  foreshadow s L e a r 's  redem ption . S ince L e a r 's  
and G lo u c e s te r 's  l i v e s  ru n  p a r a l l e l  co u rse s  th ro u g h o u t th e  drama, a  
s ig n i f i c a n t  fu n c tio n  o f th e  G lo u c es te r  p lo t  i s  to  foreshadow  e v e n ts  in  
th e  Lear p l o t .  T h e re fo re , a f t e r  w atching G lo u c e s te r  change as  a  r e s u l t  
o f  h is  a f f l i c t i o n s  from  despondency to  subm ission , th e  aud ience  would 
te n d  to  ex p ec t a  s im i la r  change in  L ea r.
L e a r 's  r e g e n e ra tio n  a t  th e  end o f th e  p lay  i s  a lso  h in te d  a t  
th ro u g h o u t th e  drama by means of L e a r 's  ex p re ss io n s  which in d ic a te  h is  
a tta in m e n t o f com passion and fo rg iv e n e s s .  L e a r 's  f i r s t  r e f l e c t i o n  of 
sympathy f o r  o th e rs  o ccu rs  in  th e  s to rm . L ear, tu rn in g  to  h is  F o o l, 
s a y s , "Come on, my boy: how d o s t,  my boy? a r t  co ld ?  . . . Poor fo o l
and knave, I have one p a r t  in  my h e a r t /  T h a t 's  s o rry  y e t f o r  th e e "  ( I I I ,  
i i ,  6 8 -7 3 ). In c re a s in g ly ,  L ear p e rc e iv e s  th e  n e c e s s i ty  o f th in k in g  of 
th e  s u f fe r in g s  o f o th e r s :
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Poor naked w re tch es , w heresoe' e r  you a r e ,
That b ide  th e  p e l t in g  o f t h i s  p i t i l e s s  storm ,
How s h a l l  your h o u se le ss  heads and u n fed  s id e s ,
Your lo o p 'd  and window'd rag g ed n ess , defend you 
From seasons such a s  th e se ?  O, I have t a 'e n  
Too l i t t l e  c a re  o f t h i s  I Take p h y s ic , pomp;
Expose th y s e l f  to  f e e l  what w retches f e e l ,
That thou  mayst shake th e  su p e rf lu x  to  them,
And show th e  heavens more j u s t .  ( I l l ,  iv ,  28-36)
L ear a lso  a c q u ire s  fo rg iv e n e s s . F o r .in s ta n c e ,  Lear say s , " I  pardon
th a t  m an 's l i f e .  What was th y  cause?" (IV ; v i ,  111). Here th e  pardon.
i s  g iv en  by Lear b e fo re  th e  cause i s  known. At th e  c lo s e  o f th e  p lay
L e a r 's  " g re a t  rag e  . . .  i s  k i l l ' d  i n  him" (IV , v i i ,  78-79) and hi's
madness i s  o f  th e  c e l e s t i a l  k in d . Thus L e a r 's  s u f f e r in g s ,  s im i la r  to
th o se  of G lo u c e s te r 's ,  a re  redem ptive . L e a r 's  s to ry  v e r i f i e s  K e n t 's
o b se rv a tio n : "N othing alm ost sees  m ira c le s /  But m isery" ( I I ,  i i ,  172-
173).
Q uite  a n tip o d a l to  S h ak esp ea re 's  u su a l method o f foreshadow ing, 
th e  m i l i ta r y  outcome in  th e  b a t t l e  between th e  French and th e  E n g lish  
i s  n o t p re f ig u re d . In  S h ak e sp e a re 's  background so u rces  f o r  t h i s  p la y , 
th e  F rench fo rc e s  d e fe a te d  th e  E n g lish , and th e re  i s  n o th in g  in  t h i s  
p lay  to  in d ic a te  t h a t  th e  outcome w i l l  be d i f f e r e n t .  I t  would seem as  
i f  th e  d is s e n s io n  between th e  Dukes of Albany and Cornw all would lead  
to  d e f e a t .  The d iv is io n  between th e  two E n g lish  Dukes i s  s p e c i f i c a l ly  
r e f e r r e d  to  on th re e  o c c a s io n s . Curan a sk s  Edmund i f  he has  "h ea rd  of 
no l i k e ly  wars to w a rd ,/  'tw ix t  th e  Dukes o f Cornwall and Albany?" ( I I ,  
i ,  1 1 -1 2 ); Kent r e p o r ts  t h a t  "There i s  a  d iv is io n  . . . 'tw ix t  Albany 
and Cornwall" ( I I I ,  i ,  1 9 -21 ); and G lo u c e s te r  announces t h a t  " T h e re 's  
a  d iv is io n  b e tw ix t th e  dukes" ( I I I ,  i i i ,  8 -9 ) .  At th e  same tim e we a re  
n o t i f i e d  o f  th e  d iv is io n  a t  home, we h ea r r e p o r ts  o f  u n ite d  powers from 
F rance  who a re  in  o u r " b e s t  p o r ts "  ready to  show t h e i r  "open b an n e r."
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G lo u c e s te r  t e l l s  Edmund th a t  " th e se  i n j u r i e s  th e  k in g  now b e a rs  w il l  
be revenged home; t h e r e 's  •part o f  a  power a lre a d y  fo o te d "  ( I I I ,  i i i ,  
1 1 -1 3 ). A pparen tly , however, in  o rd e r to  e n ta n g le  Lear and C o rd e lia  
i n  th e  mesh o f h is  tra g e d y , Shakespeare chose to  g iv e  th e  v ic to ry  to  
th e  E n g lish  fo rc e s .
One would ex p ect th a t  King L e a r , co n s id e red  by many to  be Shake­
s p e a r e 's  g r e a te s t  tra g e d y , would have th e  g r e a te s t  amount o f  fo re s h a ­
dowing. However, in  l i s t i n g  th e  s p e c i f i c  f o r e t e l l i n g  p a ssa g e s , one 
f in d s  th a t  t h i s  i s  n o t t r u e .  The d ram atic  ex ce lle n c e  o f King Lear in  
t h i s  r e s p e c t r e l i e s  n o t on th e  amount b u t on th e  in te g ra te d  manner w ith  
which th e  foreshadow ing d ev ices  a re  u se d . Here to n e , atm osphere, and 
o th e r  elem ents n o t e a s i ly  se p a ra te d  from  th e  whole jo in  to g e th e r  to  
perm eate th e  p la y  w ith  a  f e e l in g  of im pending doom.
Timon of A thens
Although th e  Shakespearean a u th o rsh ip  o f Timon of A thens has  been 
sometimes q u es tio n ed , th e  c e n t r a l  theme of th e  p la y  i s  worked o u t in  a  
manner somewhat ty p ic a l  o f  S h ak esp ea re 's  te ch n iq u e . The c e n t r a l  them e, 
th e  f r ie n d  o f man becoming th e  enemy o f man because o f in g r a t i tu d e ,  i s  
c e n t r a l  a lso  in  S h ak esp ea re 's  l a t e r  p la y  C o rio la n u s .
The subject* m a tte r  o f  th e  whole p lay  i s  p re se n te d  in  b r ie f  in  th e  
opening  scene o f th e  drama. In  t h i s  scene th e  P oet d e s c r ib e s  to  th e  
P a in te r  an a l l e g o r ic a l  poem he has w r i t te n  in  honor o f Timon. In  t h i s  
poem F o rtu n e  i s  en th roned  on a  h ig h  h i l l ,  w hile  below i s  a  s u p p lic a n t 
th ro n g . Each member o f t h i s  th ro n g  i s  a tte m p tin g  to  g e t c lo s e r  to  F o r­
tu n e .  Timon, however, i s  b le s t  above a l l  th e  re s t . ,  f o r  F o rtu n e  beckons 
him to  h e r ,  and th e  o th e r s  a re  fo rc e d  to  fo llo w  Timon. When th e
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P a in te r  asks how th e  crowds th a t  fo llo w  Timon w i l l  a c t  l a t e r  on, th e
P oet r e p l i e s ,
When F o rtu n e  in  h e r  s h i f t  and change of mood 
Spurns down h er l a t e  beloved , a l l  h i s  dependants 
Which la b o u r 'd  a f t e r  him to  th e  m o u n ta in 's  to p  
Even on t h e i r  knees and hands, l e t  him s l i p  down,
Not one accompanying h is  d e c lin in g  f o o t .  ( I ,  i ,  84-88)
The P a in te r  r e p l ie s  th a t  th e  P oet does w ell "To show Lord Timon th a t
mean eyes have se e n / The fo o t  above th e  head" ( I ,  i ,  9 3 -9 4 ).
There a re  many in d ic a t io n s  in  th e  e a r ly  p o r tio n s  o f th e  drama 
t h a t  T im on's extrem e g e n e ro s ity  can  le a d  on ly  to  d i s a s t e r .  F la v iu s , 
th e  f a i t h f u l  s tew ard  o f Timon, announces s e v e ra l  tim es t h a t  Lord Timon 
i s  o u t o f  money a lthough  he co n tin u es  in  h i s  p r o d ig a l i ty .  A S enato r
who knows T im on's f in a n c ia l  c o n d itio n  say s , "Lord Timon w i l l  be l e f t  a
naked g u l l , /  Which f la s h e s  now a  phoenix" (11 , 8, 3 1 -32 ).
There a re  a ls o  many fo rew arn in g s in  th e  drama th a t  T im on's sup­
posed f r ie n d s  a re  m erely f l a t t e r e r s  who w i l l  no t h e lp  Timon in  h is  
tim e o f need . For in s ta n c e , th e  fo llo w in g  l in e s  from  th e  cy n ic  Ape- 
mantus make c le a r  T im on's f a i l u r e  to  reco g n ize  t r u e  f r ie n d s :
0 you gods, what a  number o f men e a t
Timon, and he seas  'em n o t I ( I ,  i i ,  40-41)
1 should  f e a r  th o se  th a t  dance b e fo re  me now 
Would one day stamp upon me; ' t  has been done;
Men sh u t t h e i r  doors a g a in s t  a  s e t t in g  sun .
( I ,  i i ,  148-150)
0 , th a t  men’ s e a r s  should  be
To counse l d e a f , b u t n o t to  f l a t t e r y .  ( I ,  i i ,  256-257)
F la v iu s  a ls o  p o in ts  o u t th e  in g ra t i tu d e  which w i l l  be accorded  Lord
Timon when i t  i s  doscovered t h a t  h i s  w ea lth  i s  gone:
Ah, when th e  means a re  gone th a t  buy t h i s  p r a is e  
The b re a th  i s  gone whereof t h i s  p r a is e  i s  made.
F east-w on, f a s t - l o s t ;  one c loud  o f w in te r  show ers,
These f l i e s  a re  c o u c h 'd . ( I I ,  i i ,  178-181)
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I ro n y , to o , su g g e s ts  t h a t  Timon*s g e n e ro s ity  w il l  n o t be r e p a id .  While
e n te r ta in in g  h is  f l a t t e r i n g  f r i e n d s ,  Timon say s ,
0 , no doub t, my good f r ie n d s ,  b u t th e  gods them selves have 
prov ided  th a t  I s h a l l  have much h e lp  from you: how had you been
my f r ie n d s  e ls e ?  . . . Why, I have o f te n  wished m yself p o o re r, 
t h a t  I  m ight come n ea re r, to  you. We a re  born  to  do b e n e f i t s :  
and what b e t t e r  o r  p ro p e re r  can we c a l l  ou r own th a n  th e  r ic h e s  
o f ou r f r ie n d s ?  0 , what a  p re c io u s  com fort ' t i s ,  to  have so 
many, l i k e  b ro th e rs ,  commanding one a n o th e r 's  fo r tu n e s  I
( I ,  i i ,  91-112)
S ev era l l i n e s  in  Act I I I  foreshadow  Tim on's p a s s io n  upon d isco v ­
e r in g  th e  f a ls e n e s s  o f h i s  f r i e n d s .  For example, F la m in iu s 's  rag e  a t  
th e  in g ra t i tu d e  o f  L u cu llu s  f o r e c a s ts  T im on's l a t e r  h a tre d  o f human­
i t y .  39 When re fu se d  money by L u c u llu s , F lam in ius ex c la im s,
L et m olten  co in  be th y  dam nation,
Thou d is e a se  o f  a  f r i e n d ,  and n o t h im se lf I 
Has f r ie n d s h ip  such a  f a i n t  and m ilky h e a r t ,
I t  tu rn s  i n  l e s s  th a n  two n ig h ts ?  0 you gods,
I f e e l  my m a s te r 's  p a ss io n l t h i s  s la v e ,
Unto h i s  honour, has my l o r d 's  meat in  him:
Why should  i t  th r iv e  and tu rn  to  n u trim en t,
When he i s  t u r n 'd  to  po ison?
0 , may d is e a s e s  only  work upon ' t !
And, when h e 's  s ic k  to  d e a th , l e t  n o t t h a t  p a r t  o f n a tu re  
Which my lo rd  p a id  f o r ,  be o f any power
To ex p e l s ic k n e s s , bu t p ro lo n g  h is  hour! ( I l l ,  i ,  55-66)
In  th e  same a c t  a  s e rv a n t r e p o r ts  T im on's tem per upon h e a r in g  o f h is
f r i e n d s ' r e fu s a l  to  len d  a id :
. . .  my lo rd  le a n s  wondrously to  d is c o n te n t:  h i s  com fort­
a b le  tem per has  fo rso o k  him; h e 's  much o u t o f h e a l th ,  and keeps 
h is  chamber. ( I l l ,  iv ,  71-73)
Apemantus, w ith  h i s  many p e s s im is t ic  and c y n ic a l u t t e r a n c e s ,  p o in ts
in d i r e c t ly  to  T im on's abhorrence o f hum anity in  th e  conclud ing  a c t s .
A c h ie f  fu n c tio n  o f Apemantus, th e r e fo r e ,  i s  t h a t  o f foreshadow er in
th e  f i r s t  two a c t s .  A fte r  Timon becomes a  m isan th rope , Apemantus i s
a  p a le  p a r a l l e l .
39R ib n er, P a t te rn s  in  S hakespearian  T ragedy, p . 141.
132
P o ss ib ly  because o f what H ardin  C ra ig  c a l l s  " th e  typed  c h a ra c te r s  
and th e  dehumanized p lo t" 40 Timon o f Athens does n o t seem to  p o ssess  
th e  t r a g ic  i n t e n s i t y  observed  i n  o th e r  Shakespearean t r a g e d ie s .  A lso 
th e  m o ra lity - ty p e  q u a l i ty  o f th e  p la y  le n d s  a  c e r t a in  a b s tr a c tn e s s ,  and 
id e a  seems to  be em phasized more th a n  r e a l i t y  o r  hum anity. Consonant 
w ith  th e  whole p la y  th e  foreshadow ing has  a  c e r t a in  p a t te rn e d  obvious­
n ess  and m o ra liz in g  q u a l i ty  w ith  l i t t l e  o f th e  om inousness and d if fu s e d  
em otional e f f e c t  u s u a lly  accompanying i t s  u s e .  Weakest o f th e  t r a g e d ie s ,  
w ith  th e  ex cep tio n  o f T itu s  A ndronicus. i t  i s  a ls o  w eakest in  th e  a r t i s ­
t i c  use  o f fo reshadow ing .
Macbeth
Each Shakespearean tra g ed y , A. C. B rad ley  p o in ts  o u t,  "has a  spe­
c i a l  to n e  o r  atm osphere o f i t s  own, q u i te  p e r c e p t ib le ,  however d i f f i ­
c u l t  to  d e s c r ib e ." 41 The g e n e ra l em otional a u ra  which su rrounds Mac­
b e th  i s  q u ite  d i s t i n c t i v e ,  f o r  in  no o th e r  p la y  of S h ak esp ea re 's  i s  
th e re  an atm osphere so com plete ly  and so h e a v ily  charged w ith  doom.
T h is  dom inant t r a g ic  mood i s  c re a te d  by re fe re n c e s  to  d a rk n ess , by 
f e e l in g s  o f u n c e r t a in t ie s  and co n fu sio n , by re p o r t in g s  o f u n n a tu ra l oc­
c u rre n c e s , by enum erations o f h ideous c r e a tu re s ,  by e x p re ss io n s  o f f e a r  
and app rehension , by u t te ra n c e s  o f fe a r-p ro d u c in g  words, by elem ents o f 
su p e rn a tu ra lism , and by s ta te m e n ts  o f d ram atic  i ro n y . More s p e c i f i ­
c a l ly  Shakespeare foreshadow s Macbeth and Lady M acbeth 's f a t e  by show­
in g  p e rso n a l w eaknesses and doub ts o f Macbeth b e fo re  th e  m urder, th e
40The Complete Works of S hakespeare , p . 1018.
41Shakespearean T ragedy . p . 333.
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d is in te g r a t io n  of bo th  Macbeth and Lady Macbeth a f t e r  th e  m urder, and 
th e  re p e a te d  su ccesses  o f M acbeth 's o p p o s itio n  who a re  a lig n e d  w ith  
th e  benevo len t powers o f th e  u n iv e rs e .
D arkness i s  q u i te  im p o rtan t in  e s ta b l is h in g  th e  atm osphere o f 
M acbeth. With th e  ex c ep tio n  of th e  b a t t l e  a t  th e  c lo s e  o f th e  drama, 
a l l  o f  th e  im p o rtan t scenes in  th e  p la y  a re  enveloped in  some form of 
d a rk n ess . The dark  and gloomy s e t t i n g s  would ten d  to  im part immedi­
a te ly  an ominous f e e l in g  tow ard th e  a c t io n .  There a re  a ls o  many spe­
c i f i c  r e fe re n c e s  to  d ark n ess  i n  M acbeth. In  each in s ta n c e  i t  i s  a sso ­
c ia te d  w ith  h o r ro r ,  e v i l ,  and menacing f o r c e s .  Lady M acbeth, f o r  
example, c a l l s  upon th e  fo rc e s  o f d ark n ess  to  h e lp  h e r succeed i n  her 
v i l l a in y :
Come, th ic k  n ig h t ,
And p a l l  th e e  i n  th e  dunnest smoke' o f h e l l ,
That my keen k n ife  see n o t th e  wound i t  makes.
Nor heaven peep th rough  th e  b la n k e t o f th e  d ark ,
To c ry  "Hold, h o ld I"  ( I ,  v , 51-55)
S im ila r ly , Macbeth, in  d eb a tin g  w hether o r  n o t to  k i l l  Duncan, c a l l s
fo r  d ark n ess:
S ta r s ,  h id e  your f i r e s ;
L e t n o t l i g h t  see  my b lack  and deep d e s ir e s :
The eye wink a t  th e  hand; y e t l e t  t h a t  be,
Which th e  eye f e a r s ,  when i t  i s  done, to  s e e .
( I ,  iv ,  50-53)
In  Act I I ,  Scene iv ,  a  scene which i s  th o ro u g h ly  perm eated w ith  f o r e ­
boding , Ross b e l ie v e s  th e  p re s e n t  d arkness to  be a  p o r te n to u s  s ig n : 
. . .  by th e  c lo c k , ' t i s  day,
And y e t dark  n ig h t  s t r a n g le s  th e  t r a v e l l i n g  lamp:
I s ' t  n i g h t 's  predom inance, o r  th e  d a y 's  shame,
That d arkness does th e  fa c e  o f e a r th  entomb,
When l iv in g  l i g h t  should  k i s s  i t ?  ( I I ,  iv ,  6-10)
O ther r e p re s e n ta t iv e  l in e s  such a s  "0 , n e v e r /  S h a ll  sun th q t  morrow
se e l"  ( I ,  v , 6 1 -62 ), " T h e re 's  husbandry in  h e a v e n ;/  T h e ir can d le s  a re
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a l l  o u t” ( I I ,  i ,  4 -5 ) ,  " I  must become a  borrow er o f th e  n ig h t /  F or a  
dark  hour o r  tw ain" ( I I I ,  i ,  26 -27 ), " .  . . come, s e e l in g  n i g h t , /  S carf 
up th e  te n d e r  eye o f p i t i f u l  day" ( I I I ,  i i ,  46 -47 ), "L ig h t th ic k e n s  
. . . / . . .  Good th in g s  o f  day beg in  to  droop and d ro w se ;/ W hiles 
n ig h t ’s b lack  ag en ts  to  t h e i r  p ray e  do ro u se" ( I I I ,  i i ,  5 0 -5 3 ), and 
"The n ig h t  i s  long  th a t  never f in d s  th e  day" (IV, i i i ,  240) in d ic a te  
i n  p a r t  th e  p e n e tr a t io n  o f darkness on to  th e  framework of th e  drama.
The e x te rn a l  d ark n ess  o f Macbeth i s  p a r a l l e le d  by th e  th o u g h ts  
o f  th e  c h a r a c te r s .  As p a r t ic ip a n ts  re v e a l ap p rehensive  doubts o f th e  
s i t u a t io n  in  th e  drama, an. atm osphere o f u n c e r ta in ty  and co n fu sio n  i s  
c r e a te d .  Not many th in g s  a re  known f o r  c e r t a in  in  M acbeth. The dom­
in a n t  f e e l in g  o f app rehension  and doubt i s  v iv id ly  summarized by Ross 
i n  Act IV, Scene i i :
But c ru e l  a re  th e  tim e s , when we a re  t r a i t o r s  
And do n o t know o u rse lv e s , when we ho ld  rumour 
From what we f e a r ,  y e t  know no t what we f e a r ,
B u t" f lo a t  upon a  w ild  and v io le n t  sea
Each way and move. (IV , i i ,  18-22)
L a te r  in  th e  drama Ross r e i t e r a t e s  t h a t  h i s  "poor co u n try "  i s  "alm ost 
a f r a id  to  know i t s e l f "  (IV , i i i ,  164-165). The c h a ra c te r s  in  Macbeth 
o f te n  speak in  w hispers and speak o f rum ors. F or in s ta n c e ,  th e  D octor 
s t a t e s  t h a t  "Foul w h isperings a re  abroad" (V, i ,  7 9 ); Lennox r e p o r ts  
t h a t  "some say , th e  e a r th /  Was fe v e ro u s  and d id  shake" ( I I ,  i i i ,  65- 
66) ;  and Ross has heard  a  "rumour" o f a  r i s e  in  S co tland  a g a in s t  Mac­
b e th  (IV, i i i ,  182).
S ta tem en ts  o f c o n tr a d ic t io n , ,  th o se  s ta te m e n ts  which th e  P o r te r  
c a l l s  " e q u iv o c a tio n ,"  c o n tr ib u te  to  th e  f e e l in g  o f u n c e r ta in ty  w ith in
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M acbeth .42 S tr ik in g  in s ta n c e s  o f c o n tra d ic to ry  u t te ra n c e s  in c lu d e  th e  
fo llo w in g : "When th e  b a t t l e 's  l o s t  and won" ( I ,  i ,  4 ) ,  " F a ir  i s  f o u l ,  
and fo u l i s  f a i r "  ( I ,  i ,  1 1 ), "So fo u l  and f a i r  a  day I have no t seen" 
( I ,  i i i ,  38 ), "T his s u p e rn a tu ra l s o l i c i t i n g /  Cannot be i l l ,  cannot be
good" ( I ,  i i i ,  130-131), and "N othing i s , /  But what i s  n o t"  ( I ,  i i i ,
141-142). S im ila r  c o n tra d ic t io n s  occu r in  Lady M acbeth 's speech in  
which she comments upon h e r husband:
A rt n o t w ithou t am b itio n , b u t w ithou t
The i l l n e s s  should  a t te n d  i t :  what thou w ouldst h ig h ly ,
That w ouldst thou  h o l i ly ;  w ouldst no t p la y  f a l s e ,
And y e t w ouldst wrongly win. ( I ,  v , 20-23)
The P o r t e r 's  speech beg in n in g  w ith  "Lechery , s i r ,  i t  p rovokes, and u n - 
provokes" ( I I ,  i i i ,  32-40) i s  a ls o  f i l l e d  w ith  c o n tr a d ic t io n s .  C ontra­
d ic t io n  re p re se n te d  one form o f chaos in  th e  E liz a b e th a n  t r a d i t i o n . ^ 3 
I l l o g i c a l  a c t io n s  and unanswered q u e s tio n s  a ls o  h e lp  to  b u ild  a  
s tro n g  sen se  o f m ystery  w ith in  th e  p la y .  G. W. K nigh t, in  p o in tin g  o u t 
some o f th e  problem s o f Macbeth c r i t i c i s m ,  su g g es ts  th a t  th e  fo llo w in g  
q u e s tio n s  a re  u n so lv a b le :
Why does Macbeth n o t know o f Cawdor' s tre a c h e ry ?  . . . .
Why do th e  K in g 's  sons f l e e  to  d i f f e r e n t  c o u n tr ie s  when a  whole 
n a t io n  i s  ready  in  t h e i r  su p p o rt?  Why does Macduff move so 
d a rk ly  m y ste rio u s  in  th e  background and le av e  h i s  fam ily  to  
c e r t a in  d eath?  Who i s  th e  T h ird  M u r d e r e r ?  44
The f a c t  t h a t  so many q u e s tio n s  a re  l e f t  unansw ered adds to  th e  a i r  o f
co n fu sio n  o f th e  p la y .
P o r te n ts  o r  u n n a tu ra l o ccu rren ces  a lso  h e lp  to  e s ta b l i s h  th e  mood
o f  M acbeth. As in  th e  e a r l i e r  t r a g e d ie s  J u l iu s  C aesar and King L e a r .
42B ren ts  S t i r l i n g ,  "The U nity  o f M acbeth."  SQ. IV (O ctober,
1953), 386.
4.0
I b id . .  p . 385*
4^George W ilson K nigh t, The Wheel of F i r e  (London, 1949), p . 144.
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th e  r e l a t in g  of u n n a tu ra l o ccu rren ces  i s  an im p o rtan t a sp ec t o f f o r e ­
shadowing in  M acbeth. S ev era l u n n a tu ra l happenings a re  re p o rte d  to  
have o ccu rred  on th e  n ig h t o f  D uncan's m urder. Lennox, th e  f i r s t  to  
t e l l  about th e se  s tra n g e  u p heavals  in  n a tu re , say s ,
The n ig h t has been u n ru ly : where we la y ,
Our chimneys were blown down; and, as  th ey  say ,
Lam entings heard  i* th e  a i r ;  s tra n g e  scream s of d ea th ,
And prophesy ing  w ith  a c c e n ts  t e r r i b l e
Of d i r e  com bustion and confused  ev en ts
New h a tc h 'd  to  th e  woeful tim e: th e  obscure  b ird
C lam our'd th e  l iv e lo n g  n ig h t:  some say , th e  e a r th
Was fev e ro u s  and d id  shake. ( I I ,  i i i ,  59-66)
In  th e  fo llo w in g  scene s t i l l  o th e r  s tra n g e  o ccu rren ces  a re  r e p o r te d . 
D arkness re p la c e s  th e  sunsh ine ( I I ,  i v ,  6 -7 ) ; a  f a lc o n  i s  a tta c k e d  and 
k i l l e d  by a  "mousing owl" ( I I ,  iv ,  12 -1 3 ); and D uncan's h o rse s  " e a t 
each o th e r"  ( I I ,  i v ,  1 4 -1 8 ). Such s tra n g e  ev en ts  a re  f e l t  by Ross and 
an Old Man to  h o ld  ominous s ig n if ic a n c e .  S evera l l in e s  in  th e  p lay  
make c le a r  th a t  th e s e  p o r te n ts  come a s  a  r e s u l t  o f M acbeth 's  m urder.
The Old Man in  Act I I ,  Scene iv  says th a t  th e se  happenings a re  "u n n a t­
u r a l , /  Even l i k e  th e  deed t h a t ' s  done" ( I I ,  iv ,  1 0 -1 1 ). L a te r  in  th e  
p la y  th e  D octor o b se rv es  t h a t  "u n n a tu ra l d e e d s / Do b reed  u n n a tu ra l 
t ro u b le s "  (V, i ,  7 9 -8 0 ).
R eferences to  h ideous c re a tu re s  a ls o  c o n tr ib u te  to  th e  p o r te n to u s  
atm osphere o f M acbeth. Many anim als a re  l i s t e d  in  th e  p la y  and alm ost 
a l l  th e  ones m entioned a re  u g ly  and fo reb o d in g . M acbeth, f o r  example, 
compares h is  h ire d  m urderers to  "hounds and greyhounds, m ongrels, 
s p a n ie ls ,  c u r s , /  Shoughs, w a te r-ru g s  and dem i-w olves" ( I I I ,  i ,  93 -94 ). 
I n  a d d it io n , we h e a r  of th e  "arm 'd  rh in o c e ro s"  ( I I I ,  i v ,  101), th e  
"Hyrcan t i g e r "  ( I I I ,  iv ,  101), th e  "R ussian  bear"  ( I I I ,  iv ,  100), th e  
"sh a rd -b o rn e  b e e t le "  ( I I I ,  i i ,  4 2 ), th e  howling wolf ( I I ,  i ,  53-54),
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th e  cro ak in g  raven  ( I ,  v , 39 -40), th e  s h r ie k in g  owl ( I I ,  11, 3 ) , th e  
snake ( I I I ,  11, 1 3 ), and th e  "m ago t-p ies"  ( I I I ,  l v ,  12 5 ). The images 
o f h id eo u sn ess  cu lm in a te  i n  th e  Cauldron scene a t  th e  b eg inn ing  o f Act 
IV. H ere th e  W eird S i s t e r s  f i l l  t h e i r  cau ld ro n  w ith  such loathsom e 
p a r t s  as  " f i l l e t  o f  a  fenny sn ak e ,"  "eye o f new t,"  " to e  o f f r o g ,"  "wool 
o f b a t ,"  " a d d e r 's  f o r k ,"  "Blind-worm 1s s t in g ,"  " l i z a r d ’ s l e g ,"  "how- 
l e t  ' s w ing ," " s c a le  o f d ragon ,"  " to o th  o f  w o lf ,"  " t i g e r ' s  chaudron ,"  
and "bab o o n 's  b lood" (IV, i ,  1 2 -3 7 ).
As a  r e s u l t  o f  d a rk n ess , u n c e r ta in ty ,  and h id eo u sn e ss , th e  peop le  
o f  Macbeth f e e l  f e a r  and ap p reh en sio n . Almost w ith o u t ex cep tio n , each 
c h a ra c te r  ex p resses  a  f e a r  tow ard an unknown t e r r o r .  For in s ta n c e , 
Banquo sa y s , "F ea rs  and s c ru p le s  shake us" ( I I ,  i i i ,  135); Lady Macduff- 
ex c la im s, "A ll i s  th e  f e a r  and n o th in g  i s  th e  lo v e"  (IV , i i ,  1 2 ); and 
Macbeth c o n fe sse s , "But now I am c a b in 'd ,  c r ib b 'd ,  c o n fin ed , bound i n /  
To saucy doubts and f e a r s "  ( I I I ,  iv ,  2 4 -2 5 ). F in a l ly  i t  i s  n ecessa ry  
f o r  Macbeth to  o rd e r  hanged th o se  who t a l k  o f  f e a r  (V, i i i ,  3 6 ).
The r e p o r t in g s  o f n igh tm ares and tro u b le d  s le e p  re v e a l  a  g en era l 
f e a r  on th e  unconscious l e v e l .  Banquo i s  th e  f i r s t  to  adm it having 
bad dream s:
A heavy summons l i e s  l i k e  le a d  upon me,
And y e t I would n o t s le e p : m e rc ifu l pow ers,
R e s tra in  i n  me th e  cu rsed  th o u g h ts  t h a t  n a tu re
G ives way to  in  rep o se  I- ( I I ,  i ,  6 -9)
M acbeth, to o , a l lu d e s  to  h i s  own a g i ta te d  s le e p  when he d e s c r ib e s  n ig h t:
"N ature seems dead, and wicked dreams ab u se / The c u r t a in 'd  s le e p "  ( I I ,
i ,  5 0 -5 1 ). In  th e  fo llo w in g  a c t  Macbeth r e f e r s  s p e c i f i c a l ly  to  " th e
a f f l i c t i o n  o f th e s e  t e r r i b l e  d ream s/ That shake vis n ig h tly "  ( I I I ,  i i ,
1 8 -1 9 ).
45K night, The Wheel o f  F i r e , p . 146.
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As i s  common i n  a l l  o f S h ak esp ea re 's  t r a g e d ie s ,  so in  Macbeth 
th e  r e i t e r a t i o n  o f fe a r-p ro d u c in g  words h e lp s  to  produce an ominous 
atm osphere. The word d e a th , f o r  example, i s  f re q u e n tly  used  in  th e  
p lay  as th e  fo llo w in g  in s ta n c e s  i l l u s t r a t e :  "N ature  seems dead" (11,
i ,  5 0 ), "Those clam orous h a rb in g e rs  o f b lood and dea th"  (V, v i ,  1 0 ),
. th e  dead mem's k n e l l"  (IV, i i i ,  170), "S tran g e  images o f  d ea th "  
( I ,  i i i ,  9 7 ), and " . . .  s tra n g e  scream s o f death" ( I I ,  i i i ,  6 1 ). The 
word s tra n g e  enhances th e  om inousness. S im ila r  em otions a re  c a l le d  up 
i n  th e  drama by means o f re fe re n c e s  to  g ra v e s . In  an e s p e c ia l ly  s t r i k ­
in g  passage  Boss draws th e  analogy between England and g rav es:
A las , poor coun try I 
Almost a f r a id  to  know i t s e l f .  I t  cannot 
Be c a l l 'd  ou r m other, b u t o u r g rave; where n o th in g ,
But who knows n o th in g , i s  once seen  to  sm ile ;
Where s ig h s  and groans and s h r ie k s  th a t  rend  th e  a i r  
Are made, no t m ark 'd ; where v io le n t  sorrow  seems 
A modern e c s ta c y : th e  dead m an's k n e ll
I s  th e r e  sc a rc e  a s k 'd  f o r  who; and good m en's l iv e s  
E x p ire  b e fo re  th e  f lo w e rs  i n  t h e i r  caps,
Dying o r  e re  th ey  s ic k e n . (IV, i i i ,  164-173)
The most predom inant word in  Macbeth i s  b lo o d , used t h i r t y - s i x  tim es 
i n  th e  p la y . A "bloody" s o ld ie r  t e l l s  Duncan th a t  Macbeth and Banquo 
"b a th e  in  re e k in g  wounds" ( I ,  i i ,  39); th e re  a re  "g o u ts  o f b lood" on 
th e  dagger which Macbeth b e lie v e s  h im se lf to  see ( I I ,  i ,  46); b lood i s  
smeared on th e  s lee p y  grooms fo llo w in g  th e  murder o f Duncan ( I I ,  i i i ,  
107); D uncan 's s k in  i s  " la c e d  w ith  h is  golden blood" ( I I ,  i i i ,  118); 
th e  m urderer o f  Banquo has blood on h is  fa c e  ( I I I ,  iv ,  1 2 ); th e  A ppari­
t i o n  o f th e  "bloody c h ild "  i s  shown Macbeth (IV, i ,  7 7 ); and S co tlan d  
i s  p o r tra y e d  as  a  co u n try  b leed in g  (IV , i i i ,  4 0 -4 1 ). The sym bolic 
r a th e r  th a n  th e  l i t e r a l  u se  o f b lood , as  in  Lady M acbeth 's washing h er 
hands, r e in fo rc e s  th e  e f f e c t .
139
S u p ern a tu ra lism , a  co n v en tio n a l form o f foreshadow ing i n  E l iz a ­
b e th an  drama, i s  e f f e c t iv e ly  re v iv e d  in  M acbeth. W itches, g h o s ts , ap­
p a r i t i o n s ,  and p ro p h e c ie s , a l l  a re  q u i te  im p o rtan t f o r  a n t ic ip a t io n  
and fo reb o d in g  i n  th e  p la y . The th re e  Weird S i s t e r s ,  e s p e c ia l ly ,  e x e r t  
pow erful in f lu e n c e s  upon th e  drama. T h e ir  appearance on th e  s ta g e , 
bearded and amid th e  th u n d er and l ig h tn in g ,  would in  i t s e l f  to u ch  o n e 's  
im ag in a tio n  w ith  f e a r  and h o r ro r .  These lo a th ly  W itches, by form ing an 
a l l ia n c e  w ith  th e  dark  f o rc e s  o f  th e  underw orld , have re c e iv e d  c e r t a in  
su p e rn a tu ra l powers such as  c o n t r o l l in g  th e  w eather, becoming in v i s ib le ,  
and fo re s e e in g  th e  f u tu r e .  M eeting Macbeth a t  s t r a t e g i c  tim es d u rin g  
th e  p la y , th e  W eird S i s t e r s  have as  a  p rim ary  purpose in  th e  drama th e  
tem p tin g  o f M acbeth. T h e ir  e a r ly  s o l i c i t a t i o n  o f M acbeth, c a l l in g  him 
Thane o f Glamis and Thane o f  Cawdor and p rom ising  him th a t  he w i l l  be 
"k in g  h e r e a f te r "  ( I ,  i i i ,  48-59), c o in c id e s  w ith  M acbeth 's own f e e l in g s  
o f am bition  and th e reb y  h e lp s  Macbeth to  d ec id e  h i s  co u rse  o f  a c t io n .
L a te r  in  th e  p la y , a t  th e  beg inn ing  o f  Act IV, when Macbeth ag a in  
v i s i t s  th e  th re e  W eird S i s t e r s  and demands to  know h is  f u tu r e ,  th e  
th re e  A p p aritio n s  c a l le d  up by th e  W itches a re  used  f o r  foreshadow ing . 
The f i r s t  A p p a ritio n , an' armed Head r e p re s e n tin g  th e  head o f  Macbeth 
c u t o f f  by M acduff, u rg e s  Macbeth to  beware o f  Macduff (IV, i ,  7 1 ) .
The second A p p a ritio n , a  bloody C h ild  p e rso n ify in g  M acduff, t e l l s  Mac­
b e th  to  "Be b loody, b o ld , and r e s o lu te "  and re v e a ls  t h a t  "none o f  woman 
b o rn / S h a ll  harm Macbeth" (IV , i ,  7 9 -8 1 ). • The t h i r d  A p p a ritio n , a  
C h ild  crowned, w ith  a  t r e e  in  h i s  hand, r e p re s e n tin g  Malcolm, announces 
th a t  "Macbeth s h a l l  never v an q u ish 'd  be u n t i l /  G reat Birnam wood to  
h ig h  Dunsinane h i l l /  S h a ll  come a g a in s t  him" (IV, i ,  9 2 -9 4 ). The au d i­
ence i s  rem inded o f  th e s e  p ro p h ec ies  s ix  tim es in  th e  f i f t h  a c t  (V, i i i ,
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2-3 ; V, i i i ,  6 -7 ; V, i i i ,  59-60; V, v , 44-45; V, v i i ,  2 -3 ; and V, v i i i ,  
1 2 -1 3 ). The p ro p h ec ie s  a re  e f f e c t iv e  no t o n ly  f o r  foreshadow ing b u t 
a lso  as  a  form o f d ram atic  iro n y  as  th e se  ap paren t im p o s s ib i l i t i e s  a re  
f u l f i l l e d .
O ther scenes i n  Macbeth e x c i te  one w ith  a  f e e l in g  o f su p e rn a tu ra l 
a larm . The Ghost o f  Banquo, f o r  in s ta n c e , a t te n d s  M acbeth 's banquet, 
f a i t h f u l l y  f u l f i l l i n g  Banquo*s prom ise to  a t te n d .  Macbeth b e fo re  th e  
murder o f Duncan e n v is io n s  a  dagger w ith  "g o u ts  o f b lo o d ."  Macbeth 
a lso  h e a rs  a  v o ice  th a t  c r ie d  "S leep  no more" and th a t  would n o t be 
s ile n c e d  ( I I ,  i i ,  3 5 -4 3 ). There i s ,  to o , th e  p ic tu r e  o f  th e  two men 
d u rin g  th e  murder o f  Duncan, one who laughed in  h i s  s le e p  and th e  o th e r  
who r a is e d  a  c ry  o f murder ( I I ,  i i ,  2 3 ). Such in s ta n c e s  im part a  f e e l ­
in g  th a t  s e c r e t  f o rc e s ,  independent o f  man, lu rk  n ea r and e x e r t  i n f l u ­
ences upon man.^6 As many c r i t i c s  have n o ted , i t  i s  o f te n  d i f f i c u l t  to  
s e p a ra te  th e  r e a l  world and th e  su p e rn a tu ra l  world in  M acbeth: th e  ac ­
t i o n  i s  p layed  o u t in  re fe re n c e  to  b o th .
D ram atic iro n y  i s  an o th er d e f in i t e  elem ent o f a n t ic ip a t io n  and
fo reb o d in g  i n  M acbeth. There i s  an u n u su a lly  h ig h  number o f  speeches
w herein a  p erso n  u n co n sc io u sly  speaks th in g s  t r u e r  th a n  he knows a t  th e
tim e . At th e  b eg inn ing  o f  th e  drama, f o r  in s ta n c e , a  S ergean t e n te r s
and d e s c r ib e s  to  Duncan th e  cou rse  o f th e  b a t t l e :
As whence th e  sun 'g in s  h is  r e f l e c t i o n  
Shipw recking storm s and d i r e f u l  th u n d e rs  b reak ,
So from th a t  s p r in g  whence com fort seem 'd to  come 
D iscom fort s w e lls .  ( I ,  i ,  25-28)
The S e rg e a n t 's  words have a p p l i c a b i l i ty  to  Macbeth as w ell a s  to  th e
m i l i ta r y  b a t t l e .  In  th e  same a c t  Duncan, in  r e f e r r in g  to  th e  tre a c h e ry
46Goddard, The Meaning o f S hakespeare . I I ,  118.
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o f  Cawdor, r e f l e c t s ,
T h e re ’s no a r t  
To f in d  th e  mind’ s c o n s tru c t io n  In  th e  fa c e :
He was a  gentlem an on whom 1 b u i l t
An a b so lu te  t r u s t .  ( I ,  i v ,  11-14)
D uncan 's speech, however, i s  in te r r u p te d  by th e  e n tra n c e  o f Macbeth, 
who i r o n ic a l ly  i s  g re e te d  w ith  t r u s t  and g r a t i tu d e  on th e  p a r t  o f  Dun­
c an . Lady M acbeth 's re fe re n c e  to  Duncan, "He t h a t ' s  com ing/ Must be 
p ro v id ed  fo r "  ( I ,  v , 67-68) i s  p erhaps to o  e x p l i c i t  to  be accounted  
i r o n i c a l .
O ther u ses  o f  d ram atic  iro n y  s u b tly  a n t ic ip a te  M acbeth 's  f a t a l  
end . J u s t  b e fo re  Lady Macbeth b eg in s  h e r f i n a l  argum ents in  p e rsu ad ­
in g  Macbeth to  k i l l  Duncan, Macbeth sa y s ,
I  d a re  do a l l  t h a t  may become a  man;
Who d a re s  do more i s  none. ( I ,  v i i ,  46-47)
By going beyond th e  l im i t s  o f  hum anity, Macbeth was l a t e r  to  d isco v e r
t h a t  a  s t a t e  o f n o th in g n ess  was th e  r e s u l t . ^ 7 When Macbeth i s  to ld  in
th e  fo llo w in g  a c t  o f  th e  murder o f Duncan, he p re te n d s  to  be g r i e f -
s t r ic k e n  and excla im s:
Had 1 b u t d ied  an hour b e fo re  t h i s  chance,
I  had l iv e d  a  b le sse d  tim e ; f o r ,  from  t h i s  i n s t a n t ,
T h e re 's  n o th in g  s e r io u s  i n  m o r ta l i ty :
A ll i s  b u t to y s :  renown and g race  i s  dead;
The wine o f  l i f e  i s  drawn, and th e  mere le e s
I s  l e f t  t h i s  v a u l t  to  b rag  o f .  ( I I ,  i i i ,  96-101)
The l a t e r  a c t io n  v e r i f i e s  th e  t r u t h  t h a t  Macbeth i s  unknowingly e x p re ss ­
in g ,  M acbeth 's l a t e r  words, a f t e r  h is  m eeting  w ith  th e  th r e e  Weird 
S i s t e r s  in  Act IV, tu r n  i r o n ic a l ly  on h im se lf :  "And damn'd a l l  th o se
t h a t  t r u s t  them" (IV , i ,  139).
47John Law lor, The T rag ic  Sense in  Shakespeare (New York, 1960),
p . 12 0 .
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P erhaps th e  most s t r i k in g  example o f d ram atic  iro n y  i s  g iv en  by 
Banquo as  he r id e s  away never to  r e tu r n .  In  answer to  M acbeth 's  com­
mand, " F a i l  n o t o u r f e a s t "  ( I I I ,  i ,  2 8 ), Banquo om inously r e p l i e s ,  "My 
lo r d ,  I  w il l  n o t"  ( I I I ,  i ,  29 ).
In  a d d it io n  to  th e  examples c i t e d  above, th e re  a re  many passag es  
o f  iro n y  in  which a  speaker u ses  words b e a rin g  to  th e  au d ien ce , in  a d d i­
t i o n  to  h is  s u rfa c e  m eaning, a  f u r th e r  meaning, h id d en  from  h im se lf .
Lady M acbeth 's  remark fo llo w in g  th e  murder o f Duncan, "A l i t t l e  w ater 
c le a r s  us  o f  t h i s  deed" ( I I ,  i i ,  67) i s  seen  as  i r o n i c a l ,  f o r  h er 
famous s leep -w a lk in g  scene a t  th e  b eg in n in g  o f Act V makes c le a r  h e r 
d i f f i c u l t y  in  ab so lv in g  h e r s e l f  o f  g u i l t .  W hether th e  l i n e  i s  viewed 
a s  a n t ic ip a t in g  th e  s leep -w a lk in g  scene  o r  th e  scene as  rem in iscen ce  o f 
th e  l i n e ,  i n  e i t h e r  case  th e re  i s  a  form  o f  a n t ic ip a t io n  s in c e  th e  two 
a re  co n sc io u s ly  l in k e d . The e n tra n c e  o f Lady Macbeth j u s t  a f t e r  Mac­
b e th  say s , " I  have no s p u r /  To p r ic k  th e  s id e s  o f  my in te n t "  ( I ,  v i i ,
25-26) causes M acbeth 's  l i n e s  to  be seen  as  iro n y . Iro n y  i s  a lso  found 
i n  D uncan 's and B anquo's d e s c r ip t io n  o f  M acbeth 's  c a s t l e  in  Act I ,
Scene v i .  Duncan, f o r  example, say s ,
T h is c a s t l e  h a th  a  p le a s a n t  s e a t ;  th e  a i r
Nimbly and sw ee tly  recommends i t s e l f
Unto o u r g e n tle  se n se s . . ( I ,  v i ,  1 -3)
The aud ien ce , knowing Macbeth and Lady M acbeth 's p la n  o f  m urder, would 
sense  an i r o n ic  foreshadow ing  in  th e s e  l i n e s .  S im ila r ly ,  M acbeth 's " I f  
i t  were done when ' t i s  done, th e n  'tw e re  w e l l /  I t  were done q u ick ly "  ( I ,  
v i i ,  1 -2 ) tou ch es  on iro n y , f o r  Macbeth d isc o v e rs  t h a t  which he f o r e ­
bod ing ly  f e e l s ,  t h a t  h i s  murder was n o t a  " b e - a l l  and th e  e n d -a l l  h e r e ."  
J u s t  b e fo re  he i s  shaken by th e  Ghost o f  Banquo, Macbeth speaks to  th e  
m urderer o u ts id e  th e  window concern ing  th e  d ea th  o f Banquo: " 'T i s
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b e t t e r  th e e  w ith o u t th a n  he w ith in ” ( I I I ,  i v ,  1 4 ) . A. C. B radley  
p o in ts  o u t th a t  iro n y  in  Macbeth " c o n tr ib u te s  to  e x c i te  th e  vague f e a r
4 0
o f  h idden  fo rc e s  o p e ra tin g  on minds unconscious o f t h e i r  in f lu e n c e .”’ 0 
S ince th e  c e n t r a l  outcome i n  th e  a c t io n  o f Macbeth concerns th e  
f a t e  o f M acbeth, h i s  dow nfall i s ,  as  one would expect o f  S h ak esp ea re 's  
d ram atic  te c h n iq u e , tho rough ly  a n t ic ip a te d .  M acbeth 's  own d is in te g r a ­
t i o n  i s  o u r p rim ary  method o f knowing th a t  Macbeth w i l l  n o t succeed . 
Even b e fo re  th e  deed Macbeth i s  h o r r i f i e d  a t  th e  id e a  o f  com m itting 
th e  m urder. Upon h e a r in g  th e  prophecy o f  th e  W itches d e c la r in g  him to  
be k in g , Macbeth im m ediately co n tem p la tes  th e  murder b u t f in d s  th a t  
such a  tho u g h t does " u n f ix  my h a i r /  And make my se a te d  h e a r t  knock a t  
my r ib s ” ( I ,  i i i ,  135-136). He adm its  t h a t  th e  very  tho u g h t o f murder 
"Shakes so my s in g le  s t a t e  o f man th a t  f u n c t io n /  I s  sm o th e r 'd  i n  s u r ­
m ise, and n o th in g  i s /  But what i s  n o t” ( I ,  i i i ,  140-142). T h is l i n e  
may a lso  be ta k e n  a s  a  foreshadow ing o f  th e  shak ing  o f th e  whole world 
l i t e r a l l y .  Macbeth co n tin u es  to  f e a r  p o s s ib le  r e t r i b u t io n  f o r  h is  
crim e and a t  th e  beg inn ing  o f Act I ,  Scene v i i ,  a c u te ly  v i s u a l iz e s  th e  
punishm ent f o r  h is  deed:
We s t i l l  have judgement h e re ; t h a t  we b u t te a c h
Bloody in s t r u c t io n s ,  w hich, b e in g  ta u g h t,  r e tu r n
To p lag u e  th e  in v e n to r :  t h i s  even-handed j u s t i c e
Commends th e  in g re d ie n ts  o f  o u r p o iso n 'd  c h a l ic e
To o u r  own l i p s .  ( I ,  v i i ,  7-12)
Macbeth c lo se s  th e  above speech by a d m ittin g  th a t  he h as  " o n ly /  V au lt­
in g  am bition ,vw hich  o 'e r le a p s  i t s e l f /  And f a l l s  on th e  o th e r"  ( I ,  v i i ,
2 6 -2 8 ). In  th e  p h ra se  o ' e r le a p s  i t s e l f  Macbeth r e v e a ls  h i s  su sp ic io n
49th a t  h i s  murder w i l l  f a i l  to  accom plish  t h a t  which he d e s i r e s .
48Shakespearean  Tragedy, p . 340.
49Flem ing, S h ak esp ea re 's  P l o t s : A Study i n  D ram atic C o n s tru c tio n .
p . 7 2 .
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Follow ing  th e  murder o th e r  s ig n s  o f M acbeth 's  d i s in te g r a t io n  a re  
n o te d . D uring th e  murder and im m ediately  fo llo w in g  i t ,  Macbeth i s  un­
a b le  to  say "Amen" when th e  two s le e p in g  men s a id  "God b le s s  u s  I" ( I I ,  
i i ,  29 -30); Macbeth h e a rs  a  vo ice  th a t  says " s le e p  no more" and th a t  
w i l l  n o t be s ile n c e d  ( I I ,  i i ,  35 -43); and Macbeth se e s  t h a t  th e  blood 
and g u i l t  on h i s  "hand w i l l  r a t h e r /  The m u ltitu d in o u s  se a s  in c a r n a d in e ,/  
Making th e  g reen  one red "  ( I I ,  i i ,  6 1 -6 3 ). M acbeth 's f a i l u r e  to  s le e p  
and h i s  r e p o r t  o f  hav ing  " t e r r i b l e  dreams" in d ic a te  in  p a r t  th e  t e r r i b l e  
p r ic e  Macbeth i s  pay in g  f o r  h is  c rim e . C onfessions from M acbeth, such 
as  "0 , f u l l  o f sco rp io n s  i s  my mind" ( I I I ,  i i ,  36) and " I  am c a b in 'd ,  
c r ib b 'd ,  con fined" ( I I I ,  i v ,  2 4 ), a ls o  b e l i e  M acbeth 's  s t a t e  o f  mind. 
Thus, as E . E. S to l l  in d ic a te s ,  M acbeth 's  con sc ien ce  i s  i t s e l f  a  form 
o f  Nemesis which w i l l  u l t im a te ly  o v e r ta k e  him.®0 In  Act V M acbeth 's 
famous u t te ra n c e s  o f  pessim ism  re v e a l  t h a t  Shakespeare h e re  has alm ost 
f in is h e d  p re p a rin g  f o r  th e  c a ta s t ro p h e .  Macbeth adm its t h a t  h i s  "way 
o f l i f e /  I s  f a l l ’n in to  th e  s e a r ,  th e  yellow  le a f "  (V, i i i ,  22 -23), 
w ishes t h a t  " th e  e s t a t e  o ' th e  w orld were now undone" (V, v , 5 0 ), and 
concludes t h a t  l i f e  i s  " a  t a l e /  Told by an i d i o t ,  f u l l  o f  sound and 
f u r y , /  S ig n ify in g  n o th in g "  (V, v , 2 6 -2 8 ).
In  a d d it io n  to  M acbeth 's  i n t e r n a l  d is in te g r a t io n  p r e f ig u r in g  h i s  
t r a g ic  outcome, th e r e  a re  s e v e ra l e x te rn a l  a c t io n s  w h ic h .a n tic ip a te  h is  
overth row . Even amid h i s  su ccesses  d u rin g  th e  f i r s t  h a l f  o f  th e  p la y , 
th e r e  a re  in c id e n ts  which p o in t to  l a t e r  o p p o s it io n  to  him . For i n ­
s ta n c e , Malcolm, th e  h e i r  a p p a re n t, f l e e s  to  s a fe ty  in  England from 
M acbeth 's  c a s t l e ;  Macduff re fu s e s  M acbeth 's  re q u e s t  to  come e i th e r  to
50A rt and A r t i f i c e  i n  S hakespeare , p . 88.
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th e  co ro n a tio n  o r  to  c o u r t;  and th e  h ire d  a s s a s s in s  f a i l  in  t h e i r  a t ­
tem pt to  k i l l  F le a n c e . We a re  th u s ,  even in  th e  f i r s t  p a r t ,  "kep t from
f o r g e t t in g  what in  th e  second p a r t  i s  to  be borne in  upon us w ith  t r e -
51mendous fo rc e ,  namely, th e  u n iv e r s a l i ty  and i n v i o l a b i l i t y  o f law ."
The apex o f M acbeth 's  su ccesses  i s  reached  ju s t  b e fo re  th e  banquet 
i n  Act I I I .  The appearance o f th e  Ghost o f  Banquo a t  th e  banquet, how­
e v e r , marks a  sh arp  r e v e r s a l  o f  M acbeth 's fo r tu n e .  A f te r  t h i s  banquet 
scene th e r e  a re  many l i n e s  which e x p l i c i t l y  f o r e t e l l  th e  d e fe a t o f Mac-, 
b e th . F or example, j u s t  b e fo re  th e  f i n a l  b a t t l e  o f  th e  p la y , Angus de­
p i c t s  h i s  f a l t e r i n g  c h a ra c te r :
Now does he f e e l  
H is s e c re t  m urders s t ic k in g  on h i s  hands;
Now m in u te ly  r e v o l ts  u p b ra id  h i s  f a i th - b r e a c h ;
Those he commands move o n ly  in  command,
N othing in  lo v e : now does he f e e l  h i s  t i t l e
Hang lo o se  about him, l i k e  a g i a n t 's  robe
Upon a  d w arfish  t h i e f .  (V, i i ,  16-22)
In  c o n tr a s t  to  th e  u n i te d  tro o p s  o f Malcolm and M acduff, many o f Mac­
b e th 's  " th an es  f l y  from" him (V, i i i ,  49) and th e  o th e r s  se rv e  him o n ly
as  " c o n s tra in e d  th in g s /  Whose h e a r ts  a re  ab sen t to o "  (V, iv ,  1 3 -1 4 ). 
T ru ly , as  Malcolm p o in ts  o u t ,  "M acbeth/ I s  r ip e  f o r  shak ing" (IV, i i i ,  
237-238). Macbeth has o n ly  h is  f a i t h  in  th e  p ro p h ec ies  o f th e  W itches 
to  s u s ta in  him. When he d isc o v e rs  t h a t  he has been d eceived  by th e  
" f ie n d /  That l i e s  l i k e  t r u th "  (V, v , 43 -44 ), Macbeth r e a l i z e s  h is  f o l l y  
said reco g n izes  th a t  h i s  f a t e  i s  a  h o p e le ss  one.
The f a t e s  o f Macbeth and Lady Macbeth a re  c lo s e ly  in te r tw in e d . 
Showing no weaknesses b e fo re  th e  murder o f Duncan, Lady Macbeth, sh a r­
in g  h e r  h u sb an d 's  am b itio n , u rg es  Macbeth to  commit th e  m urder. Soon,
R 1
E lis a b e th  Woodbridge M o rris , The Drama: I t s  Laws and i t s  Tech­
n iq u e  (B oston and New York, 1898), pp . 82-83.
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however, in d ic a t io n s  a re  g iven  which p rep a re  us f o r  th e  t e r r i b l e  e f f e c t  
h e r  crim e has upon h e r .  Her r e fu s a l  to  k i l l  Duncan, say in g  "Had he n o t 
resem b led / My f a th e r  a s  he s le p t ,  I  had done ' t "  ( I I ,  i i ,  1 3 -1 4 ), i s  
th e  f i r s t  s ig n  o f h e r  w eakness. L a te r  when Lady Macbeth f in d s  o u t th a t  
h e r  husband has a d d i t io n a l ly  k i l l e d  th e  chamber g u ard s, she f a i n t s . 52 
In  th e  opening  scene o f  th e  f i f t h  a c t ,  we see v iv id ly  th e  punishm ent 
which i s  a c t in g  upon Lady M acbeth. L ike  h e r  husband, she i s  u n ab le  to  
s le e p .  She i s  a f r a id  o f th e  d a rk n ess ; h e r  mind c o n s ta n tly  dw ells  on 
b lood ; and she f r u i t l e s s l y  a ttem p ts  to  wash blood from h e r  hands. Such 
a  s t a t e  o f  mind would d r iv e  one to  e i t h e r  madness o r  s u ic id e .  The Doc­
t o r  foreshadow s th e  l a t t e r ,  th e  s te p  a c tu a l ly  ta k e n  by Lady M acbeth, by 
a sk in g  f o r  th e  rem oval "from  h e r  th e  means o f a l l  annoyance" (V, i ,  8 4 ) .
R eferences to  th e  benevo len t powers o f th e  u n iv e rse  a lso  h e lp  to  
re v e a l th e  u l t im a te  f a t e  o f  Macbeth and Lady M acbeth. In  a  p la y  f i l l e d  
w ith  such a  h ig h  degree  o f d ark n ess  and su p e rn a tu ra lism , i t  i s  somewhat 
s u rp r is in g  to  f in d  th e  numerous re fe re n c e s  to  a n g e ls , heaven, n a tu re , 
and God. Act I I  o f  Macbeth makes i t  q u i te  c le a r  t h a t  th e  k i l l i n g  o f 
Duncan v io la te d  th e  law s o f  n a tu re .  In  t h i s  a c t  n a tu re  shows i t s  r e ­
v u ls io n  a g a in s t  th e  murder by cau s in g  d a rk n ess , s tro n g  w inds, e a r th ­
quakes, and o th e r  u n n a tu ra l happenings to  o c c u r . S p e c if ic  l i n e s  in  th e  
drama a lso  in d ic a te  t h a t  th e  k i l l i n g  o f  Duncan was a  blow a g a in s t  G od's 
law . Upon d isc o v e rin g  th e  dead body o f  Duncan, M acbeth, speak ing  more 
t r u t h  th an  he knew a t  th e  tim e , say s , "Most s a c r i le g io u s  murder h a th  
broke o p e / The L o rd 's  an o in ted  tem ple" ( I I ,  i i i ,  72-73) euad goes on to  
s t a t e  th a t  D uncan 's " g a sh 'd  s ta b s  lo o k 'd  l i k e  a  b reach  i n  n a tu re "  ( I I ,
52C e r ta in  c r i t i c s  contend t h a t  Lady M acbeth 's ^ 'fa in tin g "  i s  a  
p re te n s e  to  f e ig n  ignorem ce o f th e  crim e. The p o in t  h e re , however, 
r e l i e s  on a  l i t e r a l  accep tan ce  o f  h e r  f a in t i n g .
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i l l ,  11 9 ). Whereas Macbeth has  p u rp o se fu lly  a l ie n a te d  h im se lf from th e  
m oral powers o f th e  u n iv e rse , th e  fo rc e s  opposed to  him c o n s ta n tly  
a l ig n  them selves w ith  th e  power o f heaven. Banquo, f o r  example, say s,
" In  th e  g re a t  hand o f God I  s tan d "  ( I I ,  i i i ,  136); a  Lord b e lie v e s  th a t  
M alcolm 's f o rc e s  w i l l  win because o f th e  h e lp  o f "Him above" ( H I ,  v i ,  
32); Macduff c a l l s  upon th e  " g e n tle  heavens" (IV , i i i ,  231); and Mal­
colm s t a t e s  t h a t  h i s  fo rc e s  a re  a c tu a l ly  " in s tru m e n ts"  o f th e  "powers 
above" (IV , i i i ,  238-239). Thus, th e  o p p o s itio n  o f th e  h ig h e r  powers 
o f th e  u n iv e rse  to  Macbeth would te n d  to  p re f ig u re  h i s  u l t im a te  d o w n fa ll.
Of a l l  S h ak esp e a re 's  t r a g e d ie s ,  Macbeth i s  th e  most tho rough ly  
charged w ith  a  f e e l in g  o f doom, w ith  alm ost every  l i n e  h e lp in g  to  de­
p i c t  th e  n ig h tm arish  atm osphere. However, in  th e  complex a r t  o f  Mac­
b e th . a s  was no ted  in  King L e a r , fo reshadow ing , in terw oven  in to  a l l  
a s p e c ts  o f th e  drama, i s  more in t im a te ly  a  p a r t  o f th e  whole th a n  in  
th e  h i s t o r i e s  and e a r ly  t r a g e d ie s  such a s  Romeo and J u l i e t . Thus, a  
d is c u s s io n  o f fo reshadow ing i n  Macbeth becomes alm ost in e v i ta b ly  a  
d is c u s s io n  o f o th e r  e lem en ts o f  th e  drama as  w e ll .
Antony and C le o p a tra
Antony and C le o p a tra  does no t c o n ta in  th e  om nipresen t f e e l in g  of 
foreshadow ing n o ted  in  some o f th e  o th e r  t r a g e d ie s .  Because o f  i t s  
v a r ie ty  o f c h a ra c te r s ,  i t s  double c a ta s tro p h e , and i t s  numerous and 
s c a t te r e d  s e t t i n g s ,  Antony and C le o p a tra  does n o t le n d  i t s e l f  to  th e  
c o n c e n tra te d  dark  atm osphere o f  such dramas as  Hamlet and M acbeth.
Q u ite  in t e r e s t i n g ly ,  however, i n  t h i s  p la y  Shakespeare d e v ise s  new 
ty p e s  o f foreshadow ing to  a n t ic ip a te  th e  d e a th s  o f th e  c h ie f  
p r o ta g o n is ts .
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As one would te n d  to  expect in  Antony and C le o p a tra , a  p la y  in  
which s t a r t l i n g  im agery i s  one o f  i t s  c e n t r a l  c h a r a c t e r i s t i c s ,  f ig u r a ­
t i v e  language i t s e l f  i s  th e  dominant form o f fo reshadow ing . P o e tic  
im agery which p o in ts  to  th e  fa d in g  o f A ntony 's b r i l l i a n c e  i s  used  to  
f o r e c a s t  A ntony 's f a l l .  As w ith  th e  main c h a ra c te r s  o f  many o f  Shake­
s p e a re 's  t r a g e d ie s ,  A ntony 's l i f e  i s  c lo s e ly  connected  w ith  th e  cosmic 
pow ers. Hence, h i s  ebbing  i s  r e f l e c te d  by th e  quenching o f l i g h t  o f  
th e  s t a r s ,  sun, and moon. The f i r s t  h in t  th a t  A ntony 's  b r i l l i a n c e  may 
d im .is  g iven  in  Act I I ,  Scene i i i .  Here th e  S oo thsayer says to  Antony,
". . . thy lustre th ickens,/ When he Coctavius] shines by" ( I I ,  i i i ,
2 7 -2 8 ). Antony's words in the following act also seem portentous: " I
am so lated in the world that 1 /  Have lo st my way forever" ( I I I ,  x i,
3 -4 ) .  A man who i s  " la te d "  o r  " b e la te d "  goes a s tr a y  because o f d a rk -
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n e s s .  In  th e  same a c t ,  Antony, p e rc e iv in g  h i s  u l t im a te  dow nfall,
tw ice  a l lu d e s  to  th e  quenching o f  l i g h t :
When my good s t a r s ,  t h a t  were my form er g u id es ,
Have empty l e f t  t h e i r  o rb s , and sh o t t h e i r  f i r e s
In to  th e  abysm o f h e l l .  ( I l l ,  x i i i ,  145-147)
A lack, o u r te r r e n e  moon
I s  now e c l ip s e d ;  and i t  p o rte n d s  alone
The f a l l  o f  Antony! ( I l l ,  x i i i ,  153-155)
A ntony 's  ap o s tro p h es  to  sun, moon, and s t a r s ,  such a s  "Moon and s t a r s ! "  
( I l l ,  x i i i ,  95) and "0 sun, th y  u p r is e  s h a l l  I  see  no more" (IV , x i i ,
1 8 ), a re  a lso  u sed  to  in d ic a te  h i s  r e la t io n s h ip  to  th e  heaven ly  b o d ie s .5^
In  th e  l a s t  two a c ts  o f Antony and C le o p a tra , th e  images o f dark ­
n e ss  become q u i te  f re q u e n t .  In  Act IV, Scene x i i ,  f o r  in s ta n c e ,  Antony, 
i n  ta lk in g  w ith  E ro s , im agines t h a t  he sees  omens o f h is  dea th  in  th e
53Clemen, The Development o f  S hakespeare1s Im agery. p . 163.
54I b id .
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c lo u d - p ic tu r e s :
Thou h a s t  seen  th e se  s ig n s ;
They a re  b lack  v e sp e r’ s p a g e a n ts . (IV , x iv , 7 -8 )
The guards who f in d  th e  wounded Antony a lso  p o in t w ith  s im ila r  imagery
to  h is  approach ing  d ea th :
F i r s t  Guard: "The s t a r  i s  f a l l ’n ."
Sec. Guard: "And tim e i s  a t  t h i s  p e r io d ."  (IV, x iv ,  106-107)
When Antony d ie s ,  C le o p a tra  employs th e  image o f th e  sp en t lamp:
Ah, women, women, lo o k ,
Our lamp i s  sp e n t, i t ’ s o u t!  (IV, xv , 84-85)
The l ig h t-d a rk n e s s  symbolism i s  a lso  used  in  re fe re n c e  to  Cleo­
p a t r a 's  d e a th . E a rly  in  th e  drama she ap p ears  as  th e  "day o ’ th e  w orld" 
(IV , v i i i ,  13) and as th e  " e a s te rn  s ta r "  (V, i i ,  311 ). L ike Antony, 
h e r  im pending d ea th  i s  conceived  o f  as  l i g h t  e x t in g u is h e d .55 Upon be­
l ie v in g  C le o p a tra  to  have committed s u ic id e ,  f o r  exam ple, Antony s t a t e s  
th a t  " th e  to rc h  i s  o u t ."  (IV, x iv , 4 6 ). A gain, a f t e r  C le o p a tr a 's  m eet­
in g  w ith  Caesar in  Act V, Scene i i ,  I r a s  say s ,
F in is h ,  good la d y ; th e  b r ig h t  day i s  done,
And we a re  f o r  th e  d a rk . (V, i i ,  193-194)
Thus, o f  a l l  th e  t r a g e d ie s  im agery, as  a  d ev ice  o f foreshadow ing , i s
th e  most e f f e c t iv e ly  u sed  in  Antony and C le o p a tra . In s te a d  o f  being
m erely d e s c r ip t iv e ,  th e  im agery becomes d ram atic ; i t  i s  made an o rg a n ic
f e a tu r e  o f  th e  co u rse  o f  a c t io n .56
There i s  a ls o  a  s tro n g  sense o f  d e s tin y  i n  Antony and C leo p a tra  
which p o in ts  tow ard A n tony 's  doom. The f e e l in g  o f f a t e  be in g  a g a in s t  
Antony i s  e s ta b lis h e d  by re fe re n c e s  to  fo r tu n e .  As in  J u l iu s  Caesar 
th e  S oo thsayer f o r e t e l l s  f a t e ;  e a r ly  in  Act I ,  Scene i i  Charmian and
t t t t
I b id . .  p .  164.
56I b id . . pp . 164-165.
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I r a s  a re  anxious to  d isco v e r t h e i r  " fo r tu n e s "  from him. In  th e  fo llo w ­
in g  a c t  th e  d ecrees  o f fo r tu n e  have a p p l i c a b i l i ty  to  Antony. When An­
tony  a sk s , "Whose fo r tu n e s  s h a l l  r i s e  h ig h e r , C a e sa r 's  o r  mine?" ( I I ,  
i i i ,  1 6 ), th e  S oothsayer r e p l ie s :
C a e s a r 's .
T h e re fo re , O Antony, s ta y  n o t by h i s  s id e :
Thy demon, t h a t ' s  thy  s p i r i t  which keeps th e e ,  i s  
N oble, courageous, h ig h , unm atchable,
Where C a e sa r 's  i s  n o t; b u t ,  n e a r  him, th y  angel 
Becomes a  f e a r ,  as be ing  o ’erpow er’d: th e re fo re
Make space enough between you.
I f  thou  d o s t p la y  w ith  him a t  any game,
Thou a re  su re  to  lo s e ;  and, o f  th a t  n a tu ra l  lu c k ,
He b e a ts  th ee  'g a in s t  th e  o dds. ( I I ,  i i i ,  17-27)
When th e  S oo thsayer le a v e s , Antony adm its th a t  he has spoken th e  t r u t h
co n cern in g  th e  fo r tu n e s  o f O ctav iu s and h im s e lf :
. . . th e  very  d ice  obey him;
And in  o u r  s p o r ts  my b e t t e r  cunning f a i n t s  
Under h i s  chance: i f  we draw l o t s ,  he speeds;
H is cocks do win th e  b a t t l e  s t i l l  o f  mine,
When i t  i s  a l l  to  nought; and h i s  q u a ils  ever
Beat m ine, in h o o p 'd , a t  o d d s . ( I I ,  i i i ,  33-38)
S u p e rn a tu ra l music in  th e  t h i r d  a c t  a g a in  in d ic a te s  th e  o p p o s itio n  o f 
f a t e  to  Antony. As th e  s o ld ie r s  d is c u s s  rumors o f s tra n g e  happenings 
about th e  s t r e e t s ,  m y ste rio u s  m usic i s  h ea rd , s ig n ify in g , says th e  Sec­
ond S o ld ie r ,  " 'T i s  th e  god H ercu les , whom Antony lo v e d , /  Now le a v e s  
him" (IV, i i i ,  1 7 -1 8 ).
A lthough im agery and a sense o f  d e s tin y  a re  o u r p rim ary  d ram atic  
p re p a ra t io n  o f coming ev en ts  in  th e  p la y , s t i l l  o th e r  e lem ents p o in t 
to  A ntony 's im pending c a ta s tro p h e . A ntony 's in f a tu a t io n  f o r  C leo p a tra  
to  th e  n e g le c t o f r e s p o n s ib i l i ty  h e lp s ' to  foreshadow  h is  u l t im a te  
e c l ip s e  by O c tav iu s  C aesar. That C le o p a tr a 's  in f lu e n c e  upon Antony i s  
an e v i l  one i s  made c le a r  in  th e  opening  scene in  th e  c o n v e rsa tio n  be­
tw een D em etrius and P h ilo .  Antony r e a l i z e s  th a t  th e  in f lu e n c e  of
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C le o p a tra  upon him i s  bad and s tru g g le s  u n s u c c e ss fu lly  to  f r e e  h im se lf .
For example, Antony say s ,
These s tro n g  E gyp tian  f e t t e r s  I must b reak ,
Or lo s e  m yself in  d o tag e . (1 , i i ,  120-121)
I  must from t h i s  en ch an tin g  queen break  o f f :
Then thousand  harm s, more th a n  th e  i l l s  I  know,
My id le n e s s  do th  h a tc h . ( I ,  i i ,  132-134)
Antony’ s d e c is io n  to  f ig h t  O c tav iu s  by s e a  a lso  m irro rs  h is  down­
f a l l .  S ev era l c h a ra c te r s  warn him o f  th e  d i s a s t e r s  which h i s  d e c is io n  
w i l l  b r in g . S ta t in g  v a l id  reaso n s  why Antony should  no t f i g h t  a t  sea , 
Enobarbus say s,
Your sh ip s  a re  n o t w ell m ann'd;
Your m arin e rs  a re  m u le te rs , r e a p e rs ,  peop le  
I n g ro s s 'd  by s w if t  im press; in  C a e sa r 's  f l e e t  
Are th o se  t h a t  o f te n  have 'g a in s t  Pompey fo u g h t:
T h e ir  sh ip s  a re  y a re ; y o u rs , heavy . . . .
Most worthy s i r ,  you th e r e in  throw  away 
The a b so lu te  s o ld ie r s h ip  you have by la n d ;
D is t r a c t  yolxr army, which doth  most c o n s is t  
Of w ar-m ark 'd  footm en; le a v e  unexecuted  
Your own renowned knowledge; q u i te  fo reg o  
The way which prom ises a ssu ra n ce ; and 
Give up y o u rse lf  m erely to  chance and h aza rd ,
From f irm  s e c u r i ty .  ( I l l ,  v i i ,  35-49)
A fte r  O c ta v iu s 's  v ic to ry  in  Act- I I I ,  i t  becomes more and more ob­
v io u s  t h a t  Antony cannot win a g a in s t  C aesar. E n o b arb u s 's  m etaphor in  
which he i d e n t i f i e s  Antony w ith  a  le a k in g  sh ip  which must be l e f t  to  
s in k  ( I I I ,  x i i i ,  63-64) e x p l i c i t l y  f o r e t e l l s  Antony’ s f a t e .  One by one 
A ntony 's  commanders and s o ld ie r s  le a v e  him. F in a l ly ,  even th e  f a i t h f u l  
Enobarbus d e s e r t s .  In  a d d it io n , an i l l  omen, th e  f a c t  t h a t  swallows 
have b u i l t  t h e i r  n e s ts  i n  C le o p a tra 's  sh ip s  (IV , x i i ,  3 -4) p re f ig u re s  
A ntony 's  d e fe a t  in  h i s  second engagement a g a in s t  O c ta v iu s . The s u i ­
c id e s  o f  Enobarbus and Eros h e lp  to  m a in ta in  th e  mood o f  tra g ed y  and 
p o in t tow ard A ntony 's s u ic id e .
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Although most o f th e  foreshadow ing in  Antony and C le o p a tra  p o in ts  
to  A ntony 's  t r a g ic  d ea th , th e  dea th  o f C leo p a tra  i s  a ls o  a n t ic ip a te d .  
The f a t e  o f C leo p a tra  and Charmian i s  jo in e d  in  th e  fo llo w in g  conversa­
t io n  between a  S oothsayer and Charmian:
Sooth: "You s h a l l  o u t l iv e  th e  lad y  whom you s e rv e ."
C h ar.: "0 e x c e l le n t  I I  love  long  l i f e  b e t t e r  th a n  f i g s . "
Sooth: "You have seen  and proved a  f a i r e r  form er fo r tu n e
Them th a t  which i s  to  approach ."  ( I ,  i i ,  31-34)
Although th e  above e x p re ss io n  " I  lo v e  long  l i f e  b e t t e r  th a n  f ig s "  was 
p robab ly  a  p ro v e rb ia l  one, th e  l i n e  a d d i t io n a l ly  appears  to  be an a l l u ­
s io n  to  th e  asp in  th e  b ask e t o f f i g s  and th u s  a  p r e f ig u r in g ,  alinost a t  
th e  beg inn ing  o f th e  p la y , o f th e  f i n a l  scene .
When C leo p a tra  sees  th e  dying Antony in  Act IV, she becomes q u ite  
r e s o lu te  in  h e r  in te n t io n s  to  commit s u ic id e  so as to  j o in  Antony in  
d ea th  and to  escape be in g  d isp lay ed  by O c tav iu s  in  th e  s t r e e t s  o f Rome. 
When Antony asks C le o p a tra  to  seek h e r  s a fe ty  and honor w ith  C aesar, 
C le o p a tra  r e p l i e s ,  "They do n o t go to g e th e r"  (IV, xv, 4 7 ) . In  re p ly  
to  A ntony 's  adv ice  to  t r u s t  P ro c u le iu s , C le o p a tra  a g a in  announces her 
d e c is io n :
My r e s o lu t io n  and my hands I '11  t r u s t ;
None about C aesar. (IV , xv, 49-50)
As th e  fo u r th  a c t  ends, she e x p l i c i t l y  s t a t e s  h e r  i n t e n t io n  to  commit 
s u ic id e :
W e 'll  bury him; and th e n , w h a t's  b rav e , w h a t 's  n o b le ,
L e t 's  do i t  a f t e r  th e  h ig h  Roman fa sh io n ,
And make d ea th  proud to  ta k e  u s . . . .
Ah, women, women! come; we have no f r ie n d
But r e s o lu t io n ,  and th e  b r i e f e s t  end. (IV , xv, 86-91)
I n  th e  double c a ta s tro p h e  o f  th e  p la y , th e re  i s  a  co n sc io u s  and 
e la b o ra te  p a r a l le l is m  i n  th e  d ea th s  o f Antony and C le o p a tra . For in ­
s ta n c e , darkness im agery im m ediately  p reced es  each d e a th ; bo th  wish to
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av o id  a  Roman trium ph; and th e  dea th  o f each i s  im m ediately  p receded  
by th e  s u ic id e  o f  a  f a i t h f u l  a t te n d a n t .  T his p a r a l l e l in g  o f d e t a i l s  
n o t o n ly  em phasizes th e  u n io n  o f th e  two in  d ea th  and th e  em ula tion  o f 
Antony by C le o p a tra , bu t a lso  ap p ears  to  make Antony’ s d ea th  a  p a t te rn e d  
foreshadow ing o f C le o p a tra ’ s .
The e lem ents o f foreshadow ing a re  no t a s  numerous in  Antony and 
C le o p a tra  a s  in  some o f th e  o th e r  t r a g e d ie s .  The most d i s t i n c t i v e  form 
o f foreshadow ing i n  th e  drama i s  th e  u se  o f f ig u r a t iv e  e x p re ss io n s ; in  
no o th e r  tra g ed y  does th e  im agery become such an o rg a n ic  f e a tu r e  o f th e  
co u rse  o f a c t io n .
In  co n c lu s io n , a  study  o f th e  t r a g e d ie s ,  th e  apex o f  S hakespeare’ s 
d ram atic  a r t ,  w ell i l l u s t r a t e s  t h a t  Shakespeare co n tin u ed  to  ex ten d  and 
p e r f e c t  h i s  a r t  o f  d ram atic  p r e p a ra t io n .  Very l i t t l e  e f f e c t iv e  f o r e ­
shadowing appears in  S hakespeare’ s e a r l i e s t  tra g e d y , T i tu s  A ndronicus.
In  t h i s  e a r ly  p la y  th e re  i s  no f e e l in g  o f  acqu iescen ce  a s  to  th e  o u t­
come. The h o r ro rs  and c r u e l t i e s  seem m erely  to  fo llo w  one a n o th e r in  
an alm ost unending su c c e ss io n . S h a k e sp e a re 's  second tra g e d y , Bo— tt and 
J u l i e t , by p o in t in g  o u t m an 's p re c a r io u s  e x is te n c e  in  th e  u n iv e rse  and 
by in v e s t in g  th e  t r a g ic  ending w ith  a  f e e l in g  o f i n e v i t a b i l i t y ,  i n t r o ­
duces a  new form o f  tra g ed y  to  th e  E liz a b e th a n  s ta g e .  Q u ite  d i s t i n c ­
t i v e  in  t h i s  tra g e d y  i s  th e  ju x ta p o s i t io n  o f fo reb o d in g  p assag es  w ith  
th e  s p e c i f ic  concep t o f  f a t e  which i s  i l l u s t r a t e d  w ith in  th e  p la y . The 
s a tu r a t io n  o f omens, p o r te n ts ,  and i r o n ie s  in  S hakespeare’s ' t h i r d  t r a g ­
edy, J u l iu s  C aesa r, marks a  f u r th e r  p e n e tr a t io n  in to  th e  su p e rn a tu ra l 
w orld . P r a c t i c a l ly  each c h a ra c te r  comes to  accep t as  t r u t h  th e  p r e t e r ­
n a tu r a l  r e v e la t io n s .
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S t i l l  o th e r  advances in  foreshadow ing a re  d isp lay ed  in  H am let, 
th e  e a r l i e s t  w r i t te n  o f S h ak esp ea re 's  m aste rp ie ce s  in  th e  t r a g e d ie s .
In  Hamlet foreshadow ing becomes l e s s  a  se p a ra b le  elem ent and becomes 
more in terw oven in to  th e  t o t a l  s t r u c tu r e  o f  th e  drama. C h a rac te r  i t ­
s e l f  p ro v id e s  an im p o rtan t elem ent o f foreshadow ing . O th e l lo . th e  nex t 
main tra g e d y , co n v in c in g ly  d isp la y s  th e  e f f e c t iv e n e s s  o f d ram atic  iro n y  
a s  a  foreshadow ing d e v ic e . The fu s io n  o f foreshadow ing w ith  o th e r  e l e ­
ments -of th e  drama i s  v i r t u a l l y  com plete i n  King L e a r . A lthough th e  
f e e l in g  o f foreshadow ing i s  o m n ip resen t, th e r e  a re  r e l a t i v e ly  few  spe­
c i f i c  passag es  o f a n t ic ip a t io n .-  P assag es o f foreshadow ing cannot be 
g rasped  by q u o tin g  c e r t a in  l i n e s  b u t r e q u ire  a  c o n s id e ra tio n  of o th e r  
a s p e c ts  o f  th e  drama, such as  to n e , atm osphere, and image a s s o c ia t io n s .  
S h a k esp ea re 's  most thorough  employment o f  a n t ic ip a to ry  te c h n iq u e s  i s  
i l l u s t r a t e d  in  M acbeth. The accum ulation  o f d a rk n ess , co n fu sio n , un­
n a tu r a l  o cc u rren c es , h ideous c r e a tu re s ,  app rehension , and iro n y , a l l  
r e in fo rc e d  by and indeed  fu se d  w ith  im agery, b u ild s  a  d i s t i n c t i v e  a t ­
mosphere which i s  com plete ly  and h e a v ily  f i l l e d  w ith  doom. N o tic in g  
th e  deep a r t i s t i c  in te g r a t io n  o f  foreshadow ing w ith in  th e  drama, Wolf­
gang Clemen s t a t e s  th a t  " th e  very  co re  o f  th e  p la y  depends upon th e  
elem ent o f a n t ic ip a t io n  and fo reb o d in g ."* ^
Hence, from T itu s  A ndronicus. i n  which foreshadow ing passages 
a re  obvious and r a th e r  sim ply used , one may t r a c e  S h ak esp e a re 's  ra p id  
developm ent o f foreshadow ing in to  a  r e f in e d  in s tru m en t o f d ram atic  a r t .
57Wolfgang H. Clemen, " A n tic ip a tio n  and Foreboding i n  Shake­
s p e a r e 's  E a rly  H is to r i e s , "  Shakespeare Survey . VI (1953), 33.
CHAPTER IV
COMEDIES
In c lu d in g  some of S h a k e sp ea re 's  e a r l i e s t  and l a t e s t  w r i t te n  p la y s , 
th e  comedies p re se n t v a lu ab le  ev idence o f  S h ak e sp e a re 's  te ch n iq u e  in  
foreshadow ing th roughou t h i s  c a r e e r .  The com edies, s im ila r  to  th e  h i s ­
to r i e s  and t r a g e d ie s ,  r e v e a l  S h a k esp e a re 's  p re fe re n c e  f o r  a  d ram atic  
method which r e l i e s ,  as C o leridge  s a id ,  upon e x p e c ta tio n  r a th e r  th a n  
s u rp r is e .
In  i t s  most obv ious and s p e c i f ic  form  in  th e  com edies, fo re s h a ­
dowing c o n s is ts  o f  r e v e la t io n s  o f  o n e 's  th o u g h ts , such a s  V io la 's  f e e l ­
in g s  o f lo v e  f o r  O rsino  and L e o n te s ' f e e l in g s  o f  je a lo u sy  f o r  h i s  w ife , 
and o f announcements o f o n e 's  f u tu r e  in te n t io n s ,  such as R o s a lin d 's  
p la n  to  d isg u is e  h e r s e l f  as  a ‘boy and Don P e d ro 's  scheme to  c r e a te  ro ­
mance between Benedick and B e a tr ic e .  The many d i r e c t  a n t ic ip a t io n s  in  
th e  comedies a re  im p o rtan t in  r e v e a l in g  c h a ra c te r  and in  p r e f ig u r in g  
th e  d i r e c t io n  o f  th e  p l o t .  By means o f t h i s  s p e c i f ic  a n t ic ip a t io n  th e  
aud ience i s  ad v ised  c o n s ta n tly  o f  f a c t s  which Eire unknown to  o th e r  p a r ­
t i c i p a n t s  in  th e  drama. S t a t i s t i c a l l y ,  B e rtran d  Eveuis, whose book 
S h ak en ea re 's  Comedies i s  sin exam ination  o f  S h ak e sp ea re 's  e x p lo i ta t io n  
o f t h i s  s o -c a l le d  "double aw aren ess,"  c a lc u la te s  t h a t  th e  aud ience 
h o ld s  a  s ig n i f ic a n t  advantage in  aw areness over th e  p E ir tic ip a n ts  in  
170 scenes o u t o f  a  p o s s ib le  297 scenes i n  th e  sev en teen  com edies and
155
156
rom ances.1 The s u p e r io r  knowledge g iv en  th e  aud ien ce , H arold  Goddard 
p o in ts  o u t ,  en ab les  th e  s p e c ta to r  to  sh a re  a  co n fid en ce  w ith  th e  drama­
t i s t  a t  th e  expense o f th e  c h a r a c te r s . ^ Iro n y , th e  e x p lo i ta t io n  o f  th e  
d is c re p a n c ie s  between th e  knowledge o f  th e  aud ience and th e  p a r t i c ip a n ts ,  
i s  a  p rim ary  comic e f f e c t  th roughou t th e s e  p la y s .
The m ajor fu n c tio n  o f fo reshadow ing in  th e  com edies, however, i s  
to  a s su re  th e  aud ience o f th e  f a c t  t h a t  a l l  w i l l  be w e ll .  P r a c t ic a l ly  
a l l  o f S h ak esp ea re 's  com edies have s e r io u s  and o f te n  th re a te n in g  e l e ­
ments in te r tw in e d  w ith in  th e  p l o t .  The Comedy o f  E r r o r s . S hakespeare’ s 
e a r l i e s t  w r i t te n  comedy, f o r  example, has  as  i t s  framework th e  f o r f e i ­
tu r e  which Aegeon must pay i f  th e  p e n a lty  p re s c r ib e d  by law  i s  n o t m et. 
In  l a t e r  p la y s  A ntonio , Hero, C laud io , and Imogen have v a l id  rea so n s  to  
b e lie v e  th a t  t h e i r  c ircu m stan ces  a re  p e r i lo u s .  However, by means o f 
foreshadow ing we a re  u s u a lly  g iven  a ssu ran ce  th a t  th e  t r a g i c  elem ents 
w i l l  be c o n ta in ed  and t h a t ,  a lthough  a  c h a ra c te r  may f e e l  h im se lf  to  be 
i n  a  t r a g ic  s i tu a t io n ,  h i s  p l ig h t  i s  b e t t e r  th a n  he b e l ie v e s .
For th e  pu rp o ses  o f  d is c u s s io n  th e  com edies a re  grouped in  fo u r  
c h ro n o lo g ic a l d iv is io n s ,  th e  e a r ly  com edies, th e  rom antic  com edies, th e  
dark  o r  b i t t e r  com edies, and th e  tra g i-c o m e d ie s  o r  rom ances.
The s ix  e a r l i e s t  w r i t te n  com edies o f Shakespeare, The Comedy of 
E r r o r s . L o v e 's  L abour' s  L o s t . T he.Two Gentlemen o f V erona. The Taming 
o f th e  Shrew. A Midsummer-Night' s  Dream, and The M erchant o f Venice 
have much v a r i e ty .  Even amid t h i s  d iv e r s i ty ,  however, Shakespeare, 
m a in ta in s  h is  ty p ic a l  d ram atic  tech n iq u e  o f p re p a r in g  f o r  scenes and
^B ertrand  Evans, S h ak esp ea re 's  Comedies (O xford, 1960), p . v i i i .
H a ro ld  C lark  Goddard, The Meaning o f Shakespeare (C hicago,
1960), I ,  26.
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p re f ig u r in g  th e  co n c lu s io n  o f th e  p la y .
As th e  comic e f fe c t iv e n e s s  o f  many scenes r e l i e s  t o t a l l y  on th e  
s u p e r io r  knowledge o f  th e  s p e c ta to r s ,  th e  p re p a ra t io n  f o r  in d iv id u a l 
scenes i s  q u ite  im p o rtan t in  th e s e  e a r ly  w r i t te n  com edies. For exam­
p le ,  in  th e  t h i r d  scene o f th e  f o u r th  a c t  o f  Love *s L abour1s L o s t . 
Shakespeare a n t ic ip a te s  C ostard  and J a q u e n e t ta 's  e n tra n c e  w ith  th e  
l e t t e r  which r e v e a ls  B iron  to  be a  lo v e r .  Even w hile  B iro n  i s  rebuk ing  
Dumain, L o n g a v ille , and th e  King f o r  t h e i r  f a i l u r e  to  rem ain f a i t h f u l  
to  t h e i r  a n ti- fe m in in e  vows, we ex p ec t th e  a r r i v a l  o f  th e  l e t t e r .  P rep ­
a r a t io n  f o r  t h i s  scene b eg ins in  Act I I I ,  Scene i  when B iron  o rd e rs  
C ostard  to  d e l iv e r  a  lo v e -so n n e t in to  th e  hands o f R o sa lin e . O ther 
p re p a ra t io n  b eg in s  even e a r l i e r ,  f o r  C o sta rd  had p re v io u s ly  been o r ­
dered  to  d e l iv e r  Arm ado's l e t t e r  to  J a q u e n e tta . When th e  Clown m is tak ­
en ly  d e l iv e r s  Armado's l e t t e r  to  th e  P r in c e s s ,  i t  becomes e v id e n t t h a t  
B iro n 's  l e t t e r ,  to o , w i l l  go wrong. In  Act IV, Scene i i ,  B iro n 's  l e t ­
t e r  reach es  S ir  N a th a n ie l, who re a d s  i t  a loud  f o r  J a q u e n e tta ; t h e r e a f ­
t e r  H o lo fern es  o rd e rs  C ostard  and J a q u e n e tta  to  d e l iv e r  th e  l e t t e r  
in to  th e  " ro y a l hand o f  th e  k ing" (IV, i i ,  146-147). S im ila r  a n t ic ip a ­
t io n  p re p a re s  u s  f o r  a  second c l im a c t ic  p o in t  in  Love' s  L a b o u r 's  L o s t , 
th e  d isc o m fitu re  o f th e  d isg u ise d  King and h i s  men a t  th e  hands o f th e  
P r in c e s s  and h e r  com panions. P rov ing  a  t r a i t o r  to  th e  men, Boyet e a r ­
l i e r  t e l l s  th e  l a d ie s  th a t  th e  K in g 's  men a re  coming d isg u is e d  as 
s tra n g e  "M uscovites o r  R u ss ia n s ."  Forew arned, th e  l a d ie s  s t a t e  t h e i r  
in te n tio n 's  to  cause each man to  c o u r t  th e  wrong lady  and to  t r e a t  each 
man w ith  contem pt. Another example o f  p re p a ra t io n  b e in g  used  to  s e t  
up th e  comic e f f e c t  o f l a t e r  scenes o ccu rs  in  The M erchant o f V en ice .
The f i n a l  a c t  o f  th e  p la y  in  which P o r t i a  and N e r is s a  tw i t  t h e i r
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husbands fo r  g iv in g  t h e i r  r in g s  away i s  a n t ic ip a te d .  In  th e  t h i r d  a c t ,  
f o r  example, B assanio  ac c e p ts  P o r t i a 's  r in g  and prom ises n ev er to  r e ­
move i t  from h i s  f in g e r .  P re p a ra tio n  co n tin u e s  in  th e  f o u r th  a c t  w ith  
P o r t i a 's  d is g u is in g  h e r s e l f  and o b ta in in g  th e  r in g  from  B assan io . The 
a n t ic ip a t io n  i s  com pleted by P o r t i a 's  words to  N e r is s a  a t  th e  c lo se  o f 
Act IV:
We s h a l l  have o ld  sw earing
That th ey  d id  g iv e  th e  r in g s  away to  men;
But w e 'l l  o u tfa c e  them, and ou tsw ear them to o .
(IV , i i ,  15-17)
In  th e  above exam ples a n t ic ip a t io n ,  in  a d d it io n  to  announcing s p e c i f ic  
scen es , p ro v id e s  th e  aud ience w ith  th e  in fo rm a tio n  n e ce ssa ry  f o r  th e  
r e s u l t i n g  iro n y . The a n t ic ip a te d  scenes a re  u s u a lly  c l im a c t ic  ones in  
which th e  scenes a re  more en jo y ab le  because th ey  f u l f i l l  t h a t  which we 
were e x p e c tin g .
The p rim ary  purpose o f  foreshadow ing i n  th e  comedies i s  to  g ive  
an assu ran ce  th a t  a l l  w i l l  end w e ll, so th a t  even though t r a g ic  e l e ­
m ents in tru d e ,  th e  c lim a te  o f comedy i s  m a in ta in ed . The e a r ly  comedies 
i l l u s t r a t e  v a r io u s  means by which t h i s  assu ran ce  i s  p re se n te d . In  A 
Midsummer-Night' s  Dream th e  g en e ra l atm osphere and th e  d e p ic tio n  o f th e  
power o f  Oberon make u s  f e e l  th a t  th e  problem s o f th e  fo u r  lo v e rs  w il l  
be re so lv e d  h a p p ily . Because o f th e  atm osphere o f  th e  f r e s h  E n g lish  
c o u n try s id e  and th e  mood o f  g a ie ty  which pervades most o f  th e  a c t io n , 
one would ten d  n o t to  ta k e  th e  lo v e r s ' scenes too  s e r io u s ly .  The rhyme 
i n  which th e  lo v e rs  speak a lso  m it ig a te s  a g a in s t  th e  s e v e r i ty  o f  t h e i r
O
q u a r r e l .  More s p e c i f i c a l l y  i t  i s  o u r  knowledge o f Oberon and h is  su ­
perhuman powers which p re v e n ts  app rehension  concern ing  th e  problem s o f
3
H ardin  C ra ig , e d . ,  The Complete Works o f  Shakespeare (C hicago, 
1951), p . 184.
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th e  lo v e r s .  A f te r  o v e rh ea rin g  th e  q u a r re l  between D em etrius and H elena, 
Oberon say s,
F are  th e e  w e ll, nymph: e re  he do le av e  t h i s  grove,
Thou s h a l t  f ly  him and he s h a l l  seek th y  lo v e .
( I I ,  i ,  245-246)
A lthough Puck co n tin u e s  to  make m istak es  in  c a r ry in g  o u t Oberon*s o r ­
d e rs , we know t h a t  Oberon i s  cap ab le  o f u l t im a te ly  b r in g in g  th e  a c tio n  
to  a  happy end ing .
The Two Gentlemen o f Verona a lso  i l l u s t r a t e s  how p o s s ib le  an x ie ­
t i e s  in  th e  com edies a re  c o n ta in ed  w ith in  a  fram e o f  re a s su ra n c e . A 
th re a te n in g  n o te  i s  in tro d u ce d  in  t h i s  p lay  in  Act I I ,  Scene v i  when 
P ro te u s  d e c la re s  h i s  in te n t io n  to  le a v e  J u l i a  and to  lo v e  S i lv ia .  How­
e v e r, because o f c e r t a in  f a c t s  known o n ly  by th e  au d ien ce , th e  sp e c ta ­
t o r  i s  aware th a t  P ro te u s ’ s a ttem p ted  v i l l a in y  i s  c irc u m sc rib ed . The 
aud ience , f o r  exam ple, knows th a t  P r o te u s 's  fo rsa k e n  lo v e , J u l i a ,  d i s ­
g u ised  as  a  page, i s  h i s  m essenger to  S i lv i a  and th a t  S i lv ia ,  re p u lse d  
by th e  v i l l a in y  o f  P ro te u s , i s  a tte m p tin g  to  t e l l  V a len tin e  o f P ro ­
t e u s 's  a c t io n s .  Even P r o te u s 's  rude s e iz u re  o f S i lv i a  w ith  th e  words 
" I ' l l  fo rc e  th e e  y ie ld  to  my d e s ire "  (V, i v ,  59) causes l i t t l e  alarm , 
f o r  im m ediately b e fo re  t h i s  scene we a re  inform ed th a t  V a len tin e  i s  s e ­
c r e t l y  w atching th e  p ro ceed in g s . The d ram atic  c o n s tru c t io n  used  in  A 
Midsummer-Night' s  Dream and The Two Gentlemen o f Verona in  which a s s u r ­
ance i s  g iven  t h a t  problem s can be so lv ed  and th a t  v i l l a in y  can do no 
l a s t i n g  harm i s  fo llo w ed  th roughou t most o f  th e  com edies. The c lim a te  
o f comedy i s  c re a te d  a s  a  r e s u l t  o f  o u r aw areness th a t  a l l  w i l l  end w e ll .
The most s t r i k in g  u se  o f foreshadow ing in  th e  s ix  e a r l i e s t  w r i t ­
te n  comedies i s  found in  The M erchant o f V enice . T h is  comedy d i f f e r s  
somewhat from th e  p la y s  p re v io u s ly  d isc u s se d . In  th e  e a r l i e r  comedies
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we a re  co n fid e n t t h a t  th e  p la y  w i l l  end h a p p ily . In  The M erchant o f 
V en ice , however, we Eire u n su re  as  to  th e  c o n c lu s io n  th roughou t alm ost 
fo u r  a c ts  o f  th e  p la y . Our suspense i s  engendered by means o f fo reb o d ­
in g  p assag es  s im ila r  to  th o se  used  in  th e  t r a g e d ie s .
A n o te  o f p o s s ib le  trEigedy i s  s tru c k  a t  th e  v ery  b eg in n in g  of 
The M erchant o f V en ice , f o r  Antonio i s  f i l l e d  w ith  an unex p la in ed  g r i e f :
• I
In  so o th , I  know not why I  am so sad:
I t  w earies  me; you say i t  weeiries you;
But how I . caught i t , found i t , o r  came by i t ,
What s tu f f  ' t i s  made o f ,  whereof i t  i s  born ,
I  am to  le a rn ;
And such a  w ant-w it sadness makes o f  me,
That I have much ado to  know m y se lf . ( I ,  i ,  1 -7)
A lthough some c r i t i c s  have ex p la in ed  t h a t  A n to n io 's  m elancholy i s  th e
4
r e s u l t  o f th e  lo s s  o f  h i s  f r i e n d  th ro u g h  m arriag e , A n to n io 's  melan­
ch o ly  seems more c o r r e c t ly  to  be u n d ersto o d  as  an example o f  u n d ire c te d  
fo re b o d in g . Throughout S h ak esp ea re 's  p la y s , an unacco u n tab le  d e je c t io n  
p r e f ig u re s  d i s a s t e r .  F o r in s ta n c e ,  th e  Queen’ s wards in  R ichard  I I  be­
f o r e  R ic h a rd 's  d ea th  a re  s im ila r :
. . . m e th in k s ,
Some unborn sorrow , r ip e  in  f o r tu n e 's  womb,
I s  coming towards me, and my inw ard sou l
W ith n o th in g  tre m b le s . ( I I ,  i i ,  9-12)
O th e r l i n e s  spoken by Antonio in  th e  f i r s t  a c t  a lso  ex p re ss  sadness and
th u s  add to  th e  e a r ly  mood o f  p re se n tim e n t. For in s ta n c e , Antonio say s,
I  ho ld  th e  world bu t a s  th e  w orld, G ra tian o ;
A s ta g e  where every  man must p la y  a  p a r t ,
And mine a  sad one . ( I ,  i ,  77-79)
Danger i s  seen , to o , in  th e  bond which Antonio s ig n s  w ith  Shylock. ' 
S u b tle  re fe re n c e s  to  th e  dangers o f sea s  and sh ip p in g  make u s  fo reb o d ­
in g ly  f e e l  t h a t  Antonio may have d i f f i c u l t y  in  making th e  p re sc r ib e d
^E. K. Chambers, W illiam  S h ak esp eare : A Study o f  F a c ts  and 
Problem s (O xford, 1930), I ,  372,
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payment in  th e  a l l o t t e d  tim e . S ev era l re fe re n c e s  to  th e  p e r i l s  o f  th e  
s e a  a re  touched on in  th e  f i r s t  tw en ty -n in e  l in e s  o f  th e  drama. S a la ­
r in o ,  a tte m p tin g  to  guess th e  cause o f A n to n io 's  m elancholy , b e lie v e s  
t h a t  A n to n io 's  "mind i s  to s s in g  on th e  ocean" and g iv e s  th e  fo llo w in g  
re a so n s  f o r  assum ing t h i s :
My wind c o o lin g  my b ro th  
Would blow me to  an ague, when 1 thought 
What harm a  wind to o  g re a t  a t  s e a  m ight do.
1 shou ld  n o t see  th e  sandy h o u r-g la s s  ru n ,
But I should  th in k  o f shallow s and o f f l a t s ,
And see  my w ealthy  Andrew dock 'd  in  sand,
V a ilin g  h e r  h ig h -to p  low er th a n  h e r  r ib s  
To k i s s  h e r  b u r i a l .  Should 1 go to  church 
And see th e  ho ly  e d i f ic e  o f  s to n e ,
And n o t b e th in k  me s t r a i g h t  o f dangerous ro c k s ,
Which to u ch in g  b u t my g e n tle  v e s s e l 's  s id e ,
Would s c a t t e r  a l l  h e r  sp ic e s  on th e  stream ,
Enrobe th e  ro a r in g  w aters  w ith  my s i l k s ,
And, in  a  word, b u t even now w orth t h i s ,
And now w orth no th ing? ( I ,  i ,  22-36)
I t  i s  o n ly  a  l i t t l e  l a t e r  th a t  we h e a r  Shylock, d e b a tin g  w hether to
g ive Antonio a  lo a n , say ,
But s h ip s  a re  bu t b o ard s, s a i l o r s  b u t men: th e re  be la n d -
r a t s  and w a te r - r a ts ,  w a te r - th ie v e s  and la n d - th ie v e s ,  I  mean p i ­
r a t e s ,  and th e n  th e r e  i s  th e  p e r i l  o f  w a te rs , winds and ro c k s .
( I ,  i i i ,  21-26)
A lthough S a la r in o  and Shylock cannot know th a t  A n to n io 's  sh ip s  w i l l  be 
l o s t ,  th e  r e p e t i t i o n  o f t h e i r  rem arks c re a te s  a  growing a n x ie ty  fo r  
th e  s a fe ty  o f th e  s h ip s .
A fte r  th e  s ig n in g  o f th e  bond, o th e r  foreshadow ing p assag es  an­
nounce more s p e c i f i c a l ly  t h a t  Antonio w i l l  be unab le  to  make th e  pay­
m ents re q u ire d  in  th e  bond. S a la r in o , f o r  example, r e p o r ts  t h a t  a  
" r ic h ly  f ra u g h t"  E n g lish  sh ip  has  sunk b u t hopes t h a t  th e  sh ip  i s  no t 
one o f  A n to n io 's  (11 , v i i i ,  3 0 -3 2 ). In  th e  in te r im  between th e  Arragon 
and B assanio  c a sk e t scen es , i t  i s  announced th a t  one of A n to n io 's  sh ip s  
h as  gone down "on th e  narrow  seas"  ( I I I ,  i ,  1 -4 ) .  I n  th e  same scene
<■ 1 6 2
Shylock and Tubal have h ea rd  o f th e  d e s tru c t io n  o f o th e r  s h ip s  o f An­
to n io .  By th e  end o f th e  ‘'scene th e  f a c t  t h a t  "A ntonio i s  c e r ta in ly  
undone" i s  e s ta b l is h e d .
Our aw areness t h a t  Shylock i s  a  v i l l a i n  \dio i s  o b sessed  w ith  
w reaking vengeance on Antonio a lso  makes u s  ap p reh en siv e  concern ing  
A n to n io 's  f a t e .  Even b e fo re  th e  bond i s  s ig n ed , Shylock announces h is  
hope to  c a tc h  A ntonio: " I f  I  can c a tc h  him once upon th e  h i p , /  I  w i l l
fe e d  f a t  th e  a n c ie n t grudge I bear him" ( I ,  i i i ,  4 6 -4 7 ). L a te r  l i n e s ,  
such as  " I f  i t  CA ntonio's f l e s l j  w i l l  fe e d  n o th in g  e l s e ,  i t  w i l l  fe e d  
my revenge" ( I I I ,  i ,  55-56) and " I  w i l l  have th e  h e a r t  o f him" ( I I I ,  i ,  
132) rem ind u s  o f th e  danger o f Shylock. We a lso  have l i t t l e  hope th a t  
th e  c o u r t w i l l  f a l l  to  honor th e  bond, f o r  Antonio h im se lf  p o in ts  o u t 
th a t  th e  p ro s p e r i ty  o f V enice i s  based on commerce which i n  tu rn  de­
pends on a  s t r i c t  observance o f c o n tr a c ts  ( I I I ,  i i i ,  2 5 -3 1 ).
A pprehension a s  to  th e  f a t e  o f Antonio i s  m ain ta in ed  in to  th e  
t r i a l  scep e , th e  i n i t i a l  scene o f Act IV . W ith th e  e n tra n ce  o f  th e  
d isg u is e d  P o r t i a  a t  th e  t r i a l ,  however, o u r a n x ie t ie s  s h i f t  suddenly 
to  an assu ran ce  t h a t  a l l  w i l l  be w e ll .  Our knowledge o f P o r t i a 's  i n ­
f a l l i b i l i t y  g iv es  u s  t h i s  c e r ta in ty  t h a t  Antonio w il l  be saved . The 
en tra n c e  o f  N e r is s a  and P o r t i a  i s  a n t ic ip a te d  i n  th e  p re v io u s  scene i n  
which P o r t i a  prom ises t h a t  th e  wives w i l l  v i s i t  t h e i r  husbands, "b u t 
in  such a  h a b i t , /  That th ey  s h a l l  th in k  we a re  accom plished / W ith t h a t  
we la ck "  ( I I I ,  i v ,  6 0 -6 2 ).
The co n c lu s io n  o f an o th e r c l im a c t ic  scene in  The M erchant o f  Ven­
i c e . B a s s a n io 's  choosing  th e  c o r re c t  c a s k e t ,  i s  a lso  foreshadow ed. 
Foreshadow ing f o r  B a s s a n io 's  s u c c e s s fu l  ch o ice  i s  begun in  th e  opening 
scene o f th e  drama. B assanio  f e e l s  t h a t  he cou ld  win P o r t i a  i f  o n ly
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he had th e  f in a n c ia l  means to  compete f o r  h e r  in  Belmont:
0  my A ntonio , had I  b u t th e  means
To h o ld  a  r i v a l  p la c e  w ith  one o f them,
1 have a  mind p re sa g e s  me such t h r i f t ,
That I  should  q u e s tio n le s s  be fo r tu n a te !  ( I ,  i ,  173-176)
In  th e  scene in  which B assanio  must choose th e  c o r re c t  c a s k e t ,  c lu e s  
and w arnings g iv en  to  B assanio  h e lp  to  p re f ig u re  h i s  c o r r e c t  ch o ic e . 
S ince  th e  in s c r ip t io n  on th e  le a d  c a sk e t re a d s  "Who cho o se th  me must 
g ive and h azard  a l l  he h a th "  ( I I ,  i x ,  2 1 ), P o r t i a 's  w ords, such as
"Pause a  day o r  tw o / B efore you hazard" ( I I I ,  i i ,  1 -2 ) and " I  s tan d
f o r  s a c r i f i c e "  ( I I I ,  i i ,  5 7 ), p o in t to  th e  c o r re c t  c h o ic e . The song, 
to o , which p reced es  B a s s a n io 's  ch o ice  s u b tly  warns him a g a in s t  choos-
5
in g  by fan cy . I t  has even been su g g ested  th a t  th e  rim es b re d , h ead . 
n o u rish ed  su g g est l e a d , bu t t h i s  i s  p erhaps e x c e s s iv e ly  in g e n io u s .
Of th e  e a r ly  comedies The M erchant o f Venice has  in  i t  more o f 
th e  n ea r t r a g ic  elem ent th a n  any o f th e  o th e r s ,  a  f a c t  th a t  h e lp s  ex­
p la in  th e  s o r t  o f foreshadow ing employed. W ith th e  m ix tu re  o f th e  
t r a g ic  and th e  comic and w ith  o u r c e r ta in ty  o f  a  happy end ing  coming 
r a th e r  l a t e ,  th e  foreshadow ing te ch n iq u e  o f t h i s  p la y  i s  somewhat sim­
i l a r  to  t h a t  o f  th e  l a t e r  w r i t te n  tra g i-c o m e d ie s .
C on trary  to  The M erchant o f V en ice , i n  which our s p e c i f ic  a s s u r ­
ance th a t  Antonio w il l  be saved i s  no t g iv en  u n t i l  Act IV, th e  th re e  
rom antic  comedies Much Ado About N o th ing . As You L ike I t . and Tw elfth  
N ig h t, e a r ly  envelop o u r p o s s ib le  a n x ie t ie s  in  a  fram e o f  re a s su ra n c e . 
Of th e  th re e  rom antic  com edies, th e  dark  fo rc e s  a re  th e  most pow erful 
in  Much Ado About N o th ing . The t r a g ic  s t r a i n  o f  th e  p la y  i s  begun w ith  
Bon J o h n 's  in te n t io n  to  s la n d e r  Hero so th a t  she w i l l  be denounced by
C ra ig , The Com plete Works o f  S h a k esp ea re , p .  5 0 4 .
164
C lau d io . P re p a ra tio n  f o r  Don J o h n 's  scheme I s  begun In  th e  second 
scene o f th e  second a c t  when Borachio t e l l s  Don John o f h i s  p la n  to  
c o u r t M argaret in  H e ro 's  window, th u s  making C laudio and Don Pedro be­
l ie v e  th a t  Hero i s  u n f a i th f u l .  A s h o r t  w hile  l a t e r  when Don John be­
g in s  h is  in s in u a tio n s  to  C laudio , "Means your lo rd s h ip  to  be m arried  
to-m orrow?" ( I l l ,  i i ,  9 1 -9 2 ), th e r e  i s  every  reaso n  to  b e lie v e  th a t  
Don John w il l  be su c c e s s fu l  in  h is  d ec ep tio n . B e rtran d  Evans p o in ts  
o u t t h a t  e a r l i e r  su c c e s s fu l  scenes o f " p r a c t ic e s ,"  such as  Don P e d ro 's  
p la n  to  woo Hero f o r  C laudio w ith  a l l  o f  i t s  a t te n d a n t  e r r o r s  and Don 
P e d ro 's  p lo t  to  i n i t i a t e  romance between Benedick and B e a tr ic e ,  c r e a te
a  s p e c ia l  M essin ian  c lim a te  in  which a l l  s o r t s  o f d ecep tio n s  seem to  
6t h r iv e .  U pon.hearing  Don J o h n 's  ch a rg es  o f H e ro 's  i n f i d e l i t y ,  C laudio 
d e v ise s  a  scheme in v o lv in g  Hero which i s  as  inhumane a s  th e  v i l l a i n 's :  
" I f  I see any th in g  to -n ig h t  why I should  no t m arry h e r  to-m orrow , in  
th e  co n g reg a tio n , where I  should  wed, th e r e  w i l l  I  shame h e r"  ( I I I ,  i i ,  
126-128).
Such d a rk n ess , however, does no t l a s t  lo n g . Im m ediately w ith  th e  
e n tra n c e  o f Dogberry and h is  a s s i s ta n t s  we a re  g iv en  some assu ran ce  
th a t  Don Jo h n 's  p la n  w i l l  n o t succeed , f o r  D ogberry, i n s t r u c t in g  th o se  
a ss ig n e d  to  th e  P r in c e 's  w atch, say s ,
One word more, h onest n e ig h b o u rs . I p ray  you, watch about 
S ig n io r  L e o n a to 's  door; f o r  th e  wedding be ing  th e re  to-m orrow, 
th e re  i s  a  g re a t  c o i l  t o - n ig h t .  Adieu: be v i g i t a n t ,  I  beseech
you. ( I l l ,  i i i ,  97-101)
A fte r  Dogberry has  in s t r u c te d  h i s  men, Borachio and Oonrade e n te r  and 
two Watchmen s ta n d  a s id e  to  o b se rv e . Ig n o ran t t h a t  he i s  be in g  o v er­
h e a rd , Borachio t e l l s  Conrade th e  f ra u d  he has  j u s t  p e r p e t r a te d .  When
6 S h a k e sp e a r e 's  C om edies, p . 7 3 .
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th e  Second Watchman c r i e s  "C a ll up th e  r ig h t  m aster c o n s ta b le "  (111, 
i l l ,  179), we have con fidence  th a t  Don John’ s  v i l l a i n y  w i l l  u l t im a te ly  
be re v e a le d . The tim in g  o f th e  d isco v e ry  o f Don J o h n 's  v i l l a i n y  i s  im­
p o r ta n t ,  f o r  a s  C h arles  Owen p o in ts  o u t ,  th e  d en u n c ia tio n  o f  Hero in  
th e  wedding scene " ta k e s  p la c e  a g a in s t  th e  a u d ie n c e 's  knowledge th a t  
th e  t r u t h  i s  even th e n  be in g  d issem in a ted , a g a in s t  th e  a ssu ran ce  th a t  
d r a s t i c  consequences w i l l  no t en su e ."  Our knowledge th a t  th e  s i t u a ­
t i o n  i s  no t as  bad as  th e  c h a ra c te r s  b e lie v e  m a in ta in s  th e  c lim a te  o f 
comedy and a s su re s  u s  th a t  th e  co n c lu s io n  w i l l  be happy.
S h ak esp ea re 's  second w r i t te n  rom an tic  comedy, As You Like I t . 
does n o t p re se n t any s e r io u s  th re a te n in g  f o r c e s .  In  t h i s  p la y  one i s  
c e r t a in  from th e  beg inn ing  th a t  R o sa lin d  w i l l  g e t O rlando f o r  h e r  hus­
band and th a t  th e  b an ish ed  Duke w i l l  r e g a in  h i s  th ro n e . Two v i l l a i n s ,  
th e  u su rp in g  Duke and O liv e r ,  cause  p r a c t i c a l l y  no ap p reh en sio n . Spe­
c i f i c  a n t ic ip a to ry  p assag es  a re  used  p r im a r i ly  to  p o in t  to  th e  m arriag e  
o f R o sa lin d  and O rlando . As e a r ly  a s  th e  b eg inn ing  o f  th e  t h i r d  scene, 
f o r  example, R o sa lin d  i s  sad  no t o n ly  f o r  h e r  f a th e r  b u t f o r  h e r 
" c h i ld ’s  f a th e r "  ( I ,  i i i ,  1 1 ).
The g e n ia l atm osphere o f As You L ike I t  i s  m ain ta in ed  f o r  th e  
most p a r t  th roughou t T w elfth  N ig h t. The o n ly  th re a te n in g  e lem ents in  
T w elfth  N ight concern  V io la . She b e l ie v e s  t h a t  h e r  b ro th e r  has been 
drowned, and she f in d s  h e r s e l f  i n  what seems to  be a  h o p e le ss  e n ta n g le ­
ment w ith  O l iv ia .  However, in  o rd e r  f o r  u s  to  know th a t  V io la 's  p rob ­
lems w i l l  be u l t im a te ly  re so lv e d  s a t i s f a c t o r i l y ,  S hakespeare in tro d u c e s  
S e b a s tia n , th e  b ro th e r  o f V io la , a t  th e  b eg inn ing  o f  Act I I .  The
7
C harles  A. Owen, "Comic Awareness, S ty le ,  and D ram atic Technique 
in  Much Ado About N o th in g ."  Boston U n iv e rs ity  S tu d ie s  i n  E n g lis h . V 
(W inter, 1961), 203.
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appearance o f S e b a s tia n  i s  foreshadowed in  th e  second scene o f th e
p la y , when on rea ch in g  th e  s a fe ty  o f th e  s e a -c o a s t ,  V io la  i s  g iven
hope by th e ' C ap ta in  t h a t  h er b ro th e r  may be saved:
. . .  I  saw your b ro th e r ,
Most p ro v id e n t in  p e r i l ,  b ind  h im se lf ,
Courage and hope bo th  te a c h in g  him th e  p r a c t ic e ,
To a  s tro n g  m ast t h a t  l iv e d  upon th e  sea;
Where, l i k e  A rion on th e  d o lp h in 's  back,
1 saw him h o ld  acq u a in tan ce  w ith  th e  waves
So lo n g  a s  I  cou ld  s e e . ( I ,  i i ,  11-17)
V io la ’ s re p ly  to  th e  C ap ta in  a lso  h e lp s  to  a n t i c ip a te  th e  appearance
o f h e r  b ro th e r :
Mine own escape u n fo ld e th  to  my hope,
Whereto th y  speech se rv e s  f o r  a u th o r i ty ,
The l i k e  o f him . ( I ,  i i ,  19-21)
In  th e  rom antic  comedies i t  i s  seem ingly a  n e c e s s i ty  f o r  each 
main c h a ra c te r  to  be m atched w ith  some one . The opening  l i n e  o f T w elfth  
N ig h t. " I f  m usic be th e  food o f lo v e , p la y  o n ,"  a n t ic ip a te s  th e  roman­
t i c  chord th a t  p r e v a i l s  in  th e  p la y . The m arriage  o f  th e  Duke and 
V io la  i s  foreshadow ed in  an a s id e  a t  th e  c lo s e  o f th e  f o u r th  scene of 
th e  f i r s t  a c t when V io la  d e c la re s  h e r  lo v e  f o r  O rsin o : "W hoe'er I  woo,
m yself would be h i s  w ife" ( I ,  i v ,  4 2 ) . Irony  i n  many o f  th e  D uke's and 
V io la 's  speeches co n tin u e s  to  rem ind u s  o f V io la 's  lo v e . In  Act I I ,  
Scene iv ,  f o r  example, th e  Duke o b se rv es  t h a t  V io la 's  " e y e /  H ath s ta y 'd  
upon some favour th a t  i t  lo v es"  ( I I ,  i v ,  2 3 -2 4 ). The Duke goes on to  
a d v ise  V io la  to  lo v e  a  woman younger them h e r s e l f ,  f o r  m en's f a n c ie s  
" a re  more giddy and unfirm " th a n  women's. V io la , p e rc e iv in g  th a t  th e  
Duke has  unknowingly recommended h im se lf  as  a  s u i ta b le  lo v e  f o r  h e r ,  
say s , " I  th in k  i t  w e ll, my lo rd "  ( I I ,  i v ,  3 6 ). S ince  th e  Duke i s  more 
i n  lo v e  w ith  lo v e  th a n  w ith  O liv ia ,  we a n t ic ip a te  t h a t  he w i l l  g la d ly  
t r a n s f e r  h i s  lo v e  to  V io la  when he d isc o v e rs  t h a t  she i s  a  woman.
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The Impending m arriage  o f S ir  Toby to  M aria re c e iv e s  more spe­
c i f i c  a n t ic ip a t io n  th a n  does any o th e r  o ccu rren ce  in  T w elfth  N ig h t. 
Foreshadowing b eg in s  in  th e  f i r s t  a c t  when th e  Clown t e l l s  M aria, " I f  
S i r  Toby would le av e  d r in k in g , thou  w ert as  w itty  a  p ie c e  o f E v e 's  
f le s h  as  any i n  I l l y r i a "  ( I ,  v , 2 9 -3 1 ). In  th e  fo llo w in g  a c t  Toby i s  
so p le a se d  w ith  M a ria 's  t r i c k  on M alvolio  th a t  he sa y s , " I  cou ld  m arry 
t h i s  wench f o r  t h i s  d e v ic e . . . . And ask no o th e r  dowry w ith  h e r  bu t 
such an o th e r j e s t "  ( I I ,  v , 200-203). M aria e n te r s  a  moment l a t e r ,  and 
S ir  Toby asks h e r , "W ilt thou  s e t  th y  fo o t  o ' my neck?" ( I I ,  v , 206).
S ince  th e  elem ent o f  humor i s  q u i te  im p o rtan t i n  each o f  th e  
e a r ly  com edies, many scenes re c e iv e  s p e c i f ic  p re p a ra t io n .  For i n ­
s ta n c e , th e  scene in  which M alvolio  e n te r s  i n  ye llow  s to c k in g s  i s  th e  
more e f f e c t iv e  because we have been fo rew arned . P re p a ra t io n  b eg in s  as  
e a r ly  as th e  t h i r d  scene o f  th e  second a c t  when M aria announces h e r i n ­
te n t io n  to  drop in  M a lv o lio 's  way "some o b scu re  e p i s t l e s  o f  love" 
whereby M alvolio  i s  made to  b e lie v e  t h a t  O l iv ia  i s  in  lo v e  w ith  him 
( I I ,  i i i ,  168-180). P re p a ra tio n  c o n tin u es  when M alvolio  f in d s  th e
V
fo rg ed  l e t t e r  and p rom ises to  fo llo w  a l l  o f  th e  in s t r u c t io n s  g iven  in  
i t  ( I I ,  v , 101-197). F in a l ly ,  j u s t  b e fo re  M alvolio  e n te r s ,  M aria t e l l s  
Toby and F ab ian  th a t  M alvolio  i s  coming and obeying  "ev ery  p o in t  o f  th e  
l e t t e r "  ( I I I ,  i i ,  7 2 -9 0 ).
In  a l l  th e  com edies th rough  T w elfth  N ig h t, w ith  th e  ex cep tio n  o f 
The M erchant o f  V en ice , th e  th re a te n in g  elem ents cannot be ta k e n  too 
s e r io u s ly  s in c e  e a r ly  a ssu ran ce  i s  g iv en  th a t  a l l  w i l l  be w e ll .  In  
A l l 's  W ell t h a t  Ends W ell and Measure f o r  M easure; however, two p la y s  
o f te n  la b e le d  as  b i t t e r  o r  dark  com edies, a  u n iv e rse  f i l l e d  w ith  dark 
elem en ts which do th r e a te n  d i s a s t e r  b eg in s  to  su p p lan t th e  benevo len t
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w orld o f  th e  e a r ly  com edies.
The outcome o f  th e  m ajor even t in  A l l ’s  W ell th a t  Ends W ell, 
w hether H elena w il l  g e t B ertram , i s  u n c e r ta in  f o r  over h a l f  o f  th e  
drama. Most o f  th e  ev idence p re se n te d  in  th e  e a r l i e r  p o r t io n s  o f th e  
drama in d ic a te s  t h a t  H elena w i l l  n o t be s u c c e s s fu l .  F o r example, B er-
i
tram  announces th a t  he w i l l  never come back to  H elena, and H elena in ­
form s u s  th a t  she i s  to  become a  p ilg r im  who i s  seek in g  death  ( I I I ,  iv ,  
1 7 ) . Thus, a s  l a t e  as  th e  f o u r th  scene o f  th e  t h i r d  a c t  we have no an­
t i c i p a t i o n  th a t  H e le n a 's  p l ig h t  can be re so lv e d . B eginning in  Act I I I ,  
Scene v  and c o n tin u in g  th roughou t th e  drama, however, H e le n a 's  form ida­
b le  a b i l i t i e s  convince u s  th a t  she w i l l  be su c c e ss fu l in  g e t t in g  B er-
g
tram . In s te a d  o f go ing  on h e r  announced p ilg rim ag e , H elena a r r iv e s
i n  F lo re n c e , o b se rv es  B ertram , and fo rm u la te s  a  p la n  whereby he must
accep t h e r  a s  h is  w ife . The re s o u rc e fu ln e s s  o f H elena i n  th e  t h i r d  a c t
i s  p re f ig u re d  by h e r  so lilo q u y  a t  th e  c lo se  o f  th e  f i r s t  scene:
Our rem edies o f t  i n  o u rse lv e s  do l i e ,
Which we a s c r ib e  to  heaven: th e  f a te d  sky
G ives u s  f r e e  scope, on ly  do th  backward p u l l  
Our slow  d esig n s  when we o u rse lv e s  a re  d u l l .
. . . who ev er s tro v e
To show h e r  m e r it ,  th a t  d id  m iss h e r  love?  ( I ,  i ,  231-242) 
A lthough suspense i s  engendered as  to  th e  u n ra v e lin g  o f th e  main 
p lo t  in  A l l ' s  W ell th a t  Ends W ell, th e  co n c lu s io n s  o f th e  m inor ev en ts  
o f th e  p la y  a re  th o ro u g h ly  a n t ic ip a te d .  For in s ta n c e , we f e e l  c o n f i­
dan t th a t  H elena w i l l  be su c c e ss fu l in  c u rin g  th e  K in g 's  i l l n e s s .  The 
C ountess o f JRousillon, L afeu , and th e  King a l l  a t t e s t  to  th e  m ed ic in a l 
powers o f H e le n a 's  f a t h e r ,  whose s e c r e t  fo rm ula  H elena p la n s  to  u se .
The scene in  which P a r o l le s  m is tak en ly  b e lie v e s  h im se lf  to  be a  c a p tiv e
8E vans, S h a k esp ea re ' s C om edies, p .  1 4 9 .
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o f  th e  enemy and in  which he speaks d e ro g a to r i ly  o f B ertram  and th e  
French  Lords i s  a lso  a n t ic ip a te d .  In  Act I I I ,  Scene v i  th e  F rench  
Lords in d ic a te  to  B ertram  t h e i r  s p e c i f ic  p la n  to  re v e a l th e  cow ardice 
o f P a r o l le s .  Again a t  th e  beg inn ing  o f th e  fo u r th  a c t  th e  Lords re p e a t  
t h e i r  p lan s  j u s t  b e fo re  P a r o l le s  i s  s e iz e d  by them . P re p a ra tio n  f o r  
P a r o l l e s ' cowardly a c t io n s  a f t e r  h i s  c a p tu re , however, b eg ins even e a r ­
l i e r ,  f o r  d en u n c ia tio n s  o f  him by H elena ( I ,  i ,  111-112), by th e  Count­
e ss  o f  E o u s illo n  ( I I ,  i i ,  8 9 ), and by L afeu  ( I I ,  i i i ,  215-219, 263-270, 
and 272-280) re v e a l  P a r o l l e s ' c h a r a c te r .  The p le a s u re  o f see in g  
P a r o l l e s ' unmasking, s im ila r  to  o u r p le a s u re  o f  see in g  M a lv o lio 's  en­
tra n c e  in  ye llow  s to c k in g s , i s  th e  g r e a te r  because o f o u r knowing ex­
a c t ly  what w il l  happen.
Because th e  r e v e la t io n s  o f H e le n a 's  in te n d e d  a c t io n s  a re  w ith h e ld  
u n t i l  l a t e ,  th e  d ram atic  c o n s tru c t io n  o f A l l 's  W ell t h a t  Ends W ell i s  
a ty p ic a l  o f  S h a k e sp ea re 's  u su a l method. In  Measure f o r  M easure, how­
e v e r , Shakespeare r e tu rn s  to  th e  d ram atic  c o n s tru c tio n  o f  h is  e a r l i e r  
com edies. Although th e  w orld o f Measure f o r  Measure i s  a s  p o te n t i a l ly  
dangerous as t h a t  o f  any Shakespearean p la y , we a re  g iv en  e a r ly  a s s u r ­
ance t h a t  a l l  w i l l  e v e n tu a lly  end w e ll .  Our aw areness th a t  A ng e lo 's  
v i l l a in y  w i l l  be l im ite d  i s  e s ta b l is h e d  in  Act I ,  Scene i i i  when th e  
om nipotent Duke V in cen tio  r e v e a ls  h is  in te n t io n  to  rem ain i n  V ienna:
. . . And to  behold  h is  [Angelo ' s i  sway,
I  w i l l ,  a s  'tw e re  a  b ro th e r  o f  your o rd e r ,
V is i t  bo th  p r in c e  and p eo p le : th e r e fo r e ,  I  p r i th e e ,
Supply me w ith  th e  h a b i t  and in s t r u c t  me 
How I  may fo rm a lly  in  p e rso n  b ea r me
L ike a  t r u e  f r i a r .  ( I ,  i i i ,  43-48)
Because o f h i s  concern  f o r  th e  p l ig h t  o f  th e  c h a ra c te r s  and because o f 
th e  power o f h i s  o f f i c e ,  we a re  g u aran teed  t h a t  th e  Duke w i l l  re so lv e  
th e  problem s o f  th e  p la y .
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O th er In s ta n c e s  o f fo reshadow ing , more s p e c i f ic  in  n a tu re ,  a re  
th e  scenes in  which s ta te m e n ts  and a c t io n s  o f a  p a r t i c u la r  c h a ra c te r  
p re p a re  th e  aud ience to  accep t a s  p la u s ib le  th e  c h a r a c te r ’ s behav io r 
in  l a t e r  c l im a c tic  sce n e s . I s a b e l l a 's  b ehav io r tow ard h e r  im prisoned 
b ro th e r  in  which she i s  w il l in g  to  tu r n  h e r  back on him and r e tu rn  to  
th e  nunnery i s  c o n s is te n t  w ith  h e r  e a r l i e r  p o r tra y e d  c h a ra c te r .  P rep ­
a r a t io n  f o r  I s a b e l l a 's  inhuman co ld n ess  in  t h i s  famous p r is o n  scene i s  
g iv en  in  h e r  s ta tem en t a t  th e  nunnery door i n  which she w ishes " a  more 
s t r i c t  r e s t r a i n t /  Upon th e  s is te rh o o d "  ( I ,  i v ,  4 -5 ) ,  i n  h e r  d e s c r ip t io n
by Lucio "a s  a  th in g  en sk y 'd  and s a in te d "  ( I ,  i v ,  3 4 ), an d 1'i n  h e r  p ro c -
9lam a tio n , "More th a n  o u r b ro th e r  i s  .our c h a s t i ty "  ( I I ,  i v ,  185 ).
Through e a r ly  d e p ic tio n  o f c h a ra c te r  we a re  a lso  p rep a red  fo r  
A ngelo 's  base p ro p o sa ls  to  I s a b e l l a  and f o r  Duke V in c e n tio 's  measured 
r e t a l i a t i o n  a g a in s t  A ngelo. Q u ite  e a r ly  in  th e  p la y  th e  Duke p u ts  us 
on guard a g a in s t  h i s  D eputy. Angelo i s  p r e c is e ,
. . . s c a rc e  co n fesse s
That h i s  b lood flo w s, o r  t h a t  h is  a p p e t i te  
I s  more to  b read  th a n  s to n e : hence s h a l l  we se e ,
I f  power change p u rp o se , what o u r seem ers be.
( I ,  i i i ,  51-54)
Knowing th a t  Angelo had d e s e r te d  th e  g i r l  to  whom he was b e tro th e d  
when h e r  w orld ly  p ro sp e c ts  were wrecked, th e  Duke seemed to  b e lie v e  
th a t  Angelo would p rove unworthy o f  h i s  new ly-gained  power. A n tic ip a ­
to ry  iro n y  co n cern in g  Angelo i s  f re q u e n t in  th e  p la y . B e lie v in g  An­
g e lo 's  sen ten ce  o f d ea th  upon C laudio i s  too  sev e re , E sca lu s  su g g ests  
t h a t  Angelo would be i n  th e  same p red icam ent as  C laud io , "Had tim e co­
h e red  w ith  p la c e  o r  p la c e  w ith  w ishing" ( I I ,  i ,  1 1 ) . In  th e  debate  
betw een I s a b e l l a  and Angelo i n  Act I I ,  I s a b e l l a  r e p e a ts  E s c a lu s 's
g
E vans, S h akesp eare * s  C om edies. p . 1 9 9 .
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argum ents tw ice  th a t  Angelo, had he th e  chance, would have been as  
human as  C laudio:
I f  he had been as  you and you a s  he,
You would have s l i p t  l i k e  him. ( I I ,  i i ,  64-65)
Go to  your bosom;
Knock th e r e ,  and ask  your h e a r t  what i t  doth  know
T h a t 's  l i k e  my b r o th e r 's  f a u l t .  ( I I ,  i i ,  136-138)
In  th e  com edies, a  c e r t a in  arrangem ent o f  p lo t  and c ircum stance 
can  i t s e l f  be c o n s id e red  p re p a ra t io n .  Ip  Measure f o r  M easure, f o r  ex­
ample, sim ply th e  f a c t  t h a t  Lucio i s  th e  f a th e r  o f  an i l l e g i t im a te  
c h i ld ,  a  f a c t  announced to  th e  aud ience by M is tre s s  Overdone ( I I I ,  i i ,  
211-213) and Lucio (IV , i i i ,  180), p re p a re s  th e  audience f o r  th e  scene 
in  which th e  Duke u se s  th e  in fo rm a tio n  to  fo rc e  Lucio to  m arry th e  
c h i l d 's  m other.
The d ram atic  c o n s tru c t io n s  o f The M erchant o f  V enice and A l l 's  
W ell t h a t  Ends W ell, in -w hich  a n x ie ty  as  to  th e  c o n c lu s io n  i s  m ain ta in ed  
th rough  most o f th e  p la y , p re p a re  f o r  S h a k e sp ea re 's  tra g i-c o m e d ie s  o r 
rom ances. The term  trag i-com edy i s  perhaps th e  more p r e c is e  d e s c r ip ­
t i o n  o f P e r i c l e s . Cvm beline. and The W in te r 's  T a le , f o r  u n t i l  q u i te  
l a t e  in  th e  p lay  one has  a lm ost no knowledge o f  w hether th e  a c t io n  w il l  
end h a p p ily  o r  t r a g i c a l l y .  I t  seems as  i f  S hakespeare i n  th e s e  th re e  
p la y s  i s  r e v e rs in g  h i s  ty p ic a l  method o f p lo t  c o n s tru c t io n  and e x p e r i­
m enting in s te a d  w ith  drama in  which s u rp r is e  p redom inates o v er expec­
t a t i o n .
P e r i c l e s , th e  e a r l i e s t  w r i t te n  of th e  tra g i-c o m e d ie s , seems to  
be an experim ent w ith  th e  d ram atic  e f f e c t  o f  u n c e r ta in ty .  Foreshadow­
in g  i s  alm ost n o n e x is te n t in  P e r i c l e s . There i s  no ev idence th rough  
fo u r  a c ts  o f th e  p la y  th a t  P e r ic le s  w i l l  be re u n ite d  w ith  h i s  w ife  and 
d a u g h te r , bo th  o f whom he b e lie v e s  to  be dead . Not u n t i l  th e  p ro logue
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by Gower a t  th e  beg inn ing  o f Act V, in  which Gower r e p o r ts  th a t  a  tem­
p e s t  has  d riv e n  P e r ic le s*  sh ip  to  th e  p o r t  o f  M y tilen e , th e  town where 
M arina i s ,  do we have any v a l id  hope f o r  a  fa v o ra b le  end ing . From 
h e re , s u p e rn a tu ra l f o rc e s ,  s p e c i f i c a l ly  a  v is io n  from  D iana, fo re s h a ­
dow and b r in g  P e r ic le s  to  h i s  reu n io n  w ith  h i s  w ife  i n  Ephesus.
In  Cvm beline. to o , our a ssu ran ce  th a t  a l l  w i l l  end w ell comes 
l a t e .  Throughout most o f  th e  drama ev idence which p o in ts  to  a  t r a g ic  
end ing  i s  as  g re a t  as  th a t  which in d ic a te s  a  happy end ing . The e d i to r s  
o f  th e  F i r s t  F o lio  a c tu a l ly  c l a s s i f i e d  Cymbeline a s  a  tra g e d y . There 
axe many th re a te n in g  e lem ents in  Cvmbeline which cause  app rehension  as 
to  th e  outcome. F or example, th e  f o o l i s h  C lo ten  i s  cap ab le  o f sp read ­
in g  d i s a s te r ;  th e  Queen i s  an even deeper sou rce  o f e v i l .  The su cc e ss ­
f u l  scheming o f Iachim o, however, i s  p ro b ab ly  th e  main cause f o r  alarm  
in  th e  p la y .  By h id in g  in  Im ogen's bedroom w ith o u t be ing  seen  and 
l a t e r  be in g  su c c e s s fu l  in  d ece iv in g  Posthumus, Iachim o, u n lik e  o th e r  
v i l l a i n s  such a s  Don John and Angelo, h o ld s  a  van tage  p o in t above s ill 
th e  o th e r  p a r t i c ip a n ts  in  th e  dram a.10 T h e re fo re , Iachim o*s removed, 
from  th e  a c t io n  u n t i l  Act V, Scene i i  causes th e  aud ience g re a t  an x ie ty  
a s  to  th e  u n ra v e lin g  o f th e  in c id e n t .  D ram atic iro n y  adds to  th e  
p a th o s  o f Im ogen 's p l ig h t  a t  th e  hands o f Iachim o. Upon d isc o v e rin g  
th e  lo s s  o f h e r  b re ic e le t, Imogen say s:
. . . 'sh rew  me,
I f  I would lo s e  i t  f o r  a  revenue 
Of any k in g 's  i n  Europe. . . .
I  hope i t  be n o t gone to  t e l l  my lo rd
That I  k i s s  aught bu t h e . ( I I ,  i i i ,  147-153)
i
10Evans, S h ak esp e a re 's  Comedies. p . 253.
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There a re  o th e r  elem ents in  Cvm beline. however, which a s su re  us 
th a t  th e  a c t io n  may no t be a s  b leak  as  i t  would seem. F o r in s ta n c e , 
as  we fo llo w  th e  t r a n s f e r  o f  th e  "p o tio n "  from  C o rn e liu s  to  th e  Queen 
to  P isa n io  to  Imogen, i t  i s  com forting  to  know th a t  th e  "p o ison" i s  
a c tu a l ly  a  s le e p in g  p o tio n . Our knowledge, to p , o f  th e  lo y a l  P isa n io  
i s  such th a t  we know he w i l l  n o t obey P osthum us's o rd e r  to  k i l l  Imogen. 
A lso, we a re  shown th e  two s to le n  sons o f  Cymbeline in  Act I I I ,  Scene 
i i i ,  who, a lth o u g h  n o t knowing t h e i r  t r u e  n a tu re , a re  y e t  read y  to  go 
f o r th  in  nob le  s e rv ic e .  The aud ience i s  p rep a red  f o r  t h e i r  appearance 
bo th  in  Act I ,  Scene i  and in  Act 1 , Scene v i .
Thus, th rough  most o f  th e  drama th e  ev idence as to  w hether th e  
ending  w i l l  be happy o r  t r a g ic  i s  r a th e r  b a lan ced . However, s t a r t i n g  
in  th e  fo u r th  a c t ,  we beg in  to  g a in  a ssu ran ce  th a t  a l l  o f  th e  problem s 
can  be re so lv e d . I n  t h i s  a c t  we le a r n  o f th e  impending d ea th  o f  th e  
wicked queen and o f th e  r e tu rn  to  England o f Iachim o, th e  p re sen ce  of 
whom i s  n ecessa ry  f o r  th e  u n ra v e lin g  o f a  c e n t r a l  in c id e n t .  Our g u ar­
an tee  o f a  happy ending , however, i s  n o t p re se n te d  u n t i l  th e  f o u r th  
scene o f th e  f i f t h  a c t .  Here J u p i te r  ap p ears  to  th e  s p i r i t s  o f  th e  
fo u r  L eo n a ti and prom ises th a t  Posthumus w i l l  be r e u n ite d  w ith  Imogen:
Be n o t w ith  m o rta l a c c id e n ts  o p p re s t;
No c a re  o f yours i t  i s ;  you know ' t i s  o u rs .
Whom b e s t  I  lo v e  I  c ro s s ;  to  make my g i f t ,
The more d e la y 'd , d e l ig h te d . Be c o n te n t;
Your lo w - la id  son o u r godhead w i l l  u p l i f t :
H is com forts th r iv e ,  h i s  t r i a l s  w e ll a re  sp e n t.
He s h a l l  be lo rd  o f lad y  Imogen,
And h a p p ie r  much by h is  a f f l i c t i o n  made. (V, .iv , 99-108) 
However, s in c e  a l l  o f  th e  c h a ra c te r s  have been brought to g e th e r  i n j t h e  
scene j u s t  p reced in g  J u p i t e r 's  announcement, h i s  r o le  in  b r in g in g  about 
th e  happy reu n io n s  seems r a th e r  u n im p o rtan t.
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The t h i r d  w r i t te n  trag i-co m ed y , The W in te r 's  T a le , makes more 
u se  o f th e  d ram atic  d ev ice  o f s u rp r is e  them does any o th e r  S hakespear­
ean p la y .  Although in  P e r ic le s  and Cvmbeline we erne den ied  c e r ta in ty  
u n t i l  th e  f i f t h  a c ts  th a t  th e  p la y s  w i l l  end h a p p ily , Shakespeare n ev er 
t e l l s  us t h a t  com fort i s  im p o ss ib le .11 We know, f o r  example, th a t  
T h a isa , M arina, Imogen, and Posthumus, c h a ra c te r s  presumed to  be dead 
by some o f th e  p a r t i c ip a n ts ,  a re  a l i v e .  But in  Act I I I ,  Scene i i  o f 
The W in te r 's  T a le  th e  announcements o f H erm ione's d ea th  p rev en t u s  
from  having  any hope f o r  a  com plete ly  jo y fu l  outcom e. There a re  sev­
e r a l  re fe re n c e s  to  H erm ione 's d e a th . P a u lin a , f o r  example, s t a t e s ,  " I  
say s h e 's  dead; I ' l l  s w e a r 't"  ( I I I ,  i i ,  204). In  th e  same scene Leon- 
t e s  speaks o f go ing  to  view  h e r  dead body ( I I I ,  i i ,  235-236). F in a l ly ,  
A ntigonus, who had l e f t  th e  c o u r t f o r  th e  sh o res  o f Bohemia b e fo re  Her­
m io n e 's  d ea th  was re p o r te d , r e l a t e s  h is  dream o f H erm ione's g h o s tly  ap­
p earance  to  him, and he concludes: " I  do b e l ie v e /  Hermione h a th  s u f ­
f e r 'd  dea th"  ( I I I ,  i i i ,  4 1 -4 2 ). Hence, because o f th e  d ea th  o f Mamil- 
l i u s  and th e  re p o r te d  d ea th  o f Hermione, we would assume th e  p la y  to  
be p r im a r i ly  t r a g ic  r e g a rd le s s  o f  th e  ending o f th e  o th e r  a c t io n .  The 
b e s t  th a t  we can hope f o r  i n  th e  r e s t  o f th e  drama i s  th a t  th e  s to ry  
o f P e r d i ta  w i l l  end w e ll .  The p a s to r a l  atm osphere o f Act IV, which i s
i
somewhat re m in isc e n t o f th e  w orld o f As You L ike I t . g iv e s  u s  some a s ­
su rance  th a t  P e r d i t a 's  problem s w i l l  be re so lv e d  s a t i s f a c t o r i l y .  Wolf­
gang Clemen b e l ie v e s  t h a t  th e  co u n try  atm osphere o f Act IV has been an­
t i c i p a t e d  th ro u g h o u t th e  e a r l i e r  p o r t io n s  o f th e  dram a.12 S p e c i f ic a l ly
11Evans, Shakespeare*s Comedies, p . 290.
^■^Wolfgang H. Clemen, The Development o f  S h ak esp ea re 's  Imagery 
(Cambridge, M ass., 1951), p . 198.
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he p o in ts  to  l i n e s  in  th e  second scene o f th e  p la y , "Nine changes o f 
th e  w atery  s t a r  h a th  b een / The sh e p h e rd 's  n o te  s in c e  we have l e f t  ou r 
th ro n e /  W ithout a  burthen" ( I ,  i i ,  1 -3 ) ,  and to  l i n e s  a t  th e  beg inn ing  
o f  Act I I I ,  i n  which Cleomenes and Dion comment upon th e  d e l ic a te  c l i ­
m ate and sw eet a i r  o f  th e  i s la n d  on which th e  o ra c le  o f D elphi i s  l o ­
c a te d .13 By th e  c lo se  o f Act IV, F lo r i z e l ,  P e r d i ta ,  P o lix e n e s , C am illo , 
th e  Old Shepherd, and th e  S h ep h erd 's  son , th o se  p e rso n s  n ecessa ry  f o r  
th e  recovery  o f t r u t h ,  a re  a l l  o f t h e i r  way to  S i c i l i a .  Thus, by th e  
end o f Act IV we have r a th e r  com plete a ssu ran ce  th a t  th e  a f f a i r  o f  P e r ­
d i t a  w il l  be jo y o u sly  concluded .
Even though P e r d i ta  and h e r  f a th e r  w i l l  be r e u n ite d , we co n tin u e  
to  f e e l  a t  th e  c lo s e  o f th e  fo u r th  a c t  th a t  th e  c a ta s tro p h e  o f H er- 
m ione’ s d ea th  w i l l  keep th e  p lay  a  tra g e d y . In  Act V, however, Shake­
sp ea re  h in t s  a t  h i s  cho ice  o f tra n sfo rm in g  The W in te r 's  T a le  in to  a  
comedy by in t im a tin g  th a t  Hermione i s  a l i v e .  Many l i n e s  in  th e  open­
in g  scene o f  t h i s  a c t  s u b tly  su g g est th a t  Hermione i s  a l iv e :
Cleomenes: "You tem pt him over-m uch."
P a u lin a : "U nless an o th e r ,
As l i k e  Hermione a s  i s  h e r p ic tu r e ,
A ffro n t h i s  e y e ."  (V, i ,  73-75)
P a u lin a : "Give me th e  o f f i c e
To choose you a  queen: she s h a l l  n o t be so young 
As was your fo rm er; b u t she s h a l l  be such 
As, w alk 'd  your f i r s t  q u e en 's  g h o s t, i t  should  
ta k e  joy  
To see  h e r  in  your arm s."
L eo n tes: "My t r u e  P a u lin a ,
We s h a l l  n o t m arry t i l l  thou b i d 's t  u s ."
P a u lin a : "That
S h a ll be when your f i r s t  queen ' s  ag a in  i n  b re a th ;  
Never t i l l  th e n ."  (V, i ,  77-84)
13I b id .
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In  th e  fo llo w in g  scene s t i l l  o th e r  h in t s  in d ic a te  th a t  th e  s to ry  o f 
Hermione w i l l  end h a p p ily . R e fe rr in g  to  a  s ta tu e ,  th e  T h ird  Gentleman 
say s ,
The p r in c e s s  h e a r in g  o f  h e r  m o th e r 's  s ta tu e ,  which i s  in  
th e  keep ing  o f P a u l in a ,—a p ie c e  many y e a rs  i n  doing  and now 
newly perform ed by t h a t  r a r e  I t a l i a n  m aste r , J u l io  Romano, who, 
had he h im se lf  e t e r n i ty  and cou ld  p u t b re a th  in to  h i s  work, 
would b e g u ile  N ature  o f h e r  custom , so p e r f e c t ly  he i s  h e r  ape: 
he so n ea r to  Hermione h a th  done Hermione th a t  th ey  say one 
would speak to  h e r  and s tan d  in  hope o f  an answ er.
(V, i i ,  102-111)
The Second G entlem an 's re p ly  a lso  p o in ts  to  som ething b e in g  m y ste rio u s  
about th e  s ta tu e :  " I  tho u g h t she C Panlina] had some g re a t  m a tte r  th e r e
in  hand; f o r  she h a th  p r iv a te ly  tw ice  or. t h r i c e  a  day, ev e r s in c e  th e  
d ea th  o f Hermione, v i s i t e d  th a t, removed house" (V, i i ,  113 -116). As a  
r e s u l t  o f t h i s  p re p a ra t io n ,  i t  i s  p ro b ab ly  meant f o r  u s  to  reco g n ize  
th e  t r u t h  as  soon as  we see  th e  " s ta tu e "  i t s e l f .
C o n tra s tin g  w ith  P e r i c l e s . Cymbeline. and The W in te r 's  T a le , p la y s  
in  which th e  n o te  o f a n x ie ty  rem ains u n t i l  th e  f i n a l  a c t ,  S h ak esp ea re 's  
f i n a l  p la y  The Tempest r e tu rn s ' to  th e  u su a l d ram atic  c o n s tru c t io n  o f 
th e  com edies in  which e a r ly  a ssu ran ce  i s  g iven  th a t  a l l  w i l l  end hap­
p i l y .  Only th rough  th e  opening  scene a re  we k ep t in  suspense as  to  
th e  outcome o f The Tem pest. th e  drama be in g  re so lv e d  a b ru p tly  i n  th e  
second scene o f th e  f i r s t  a c t  when P rospero  say s:
Be c o l le c te d :
No more amazement: t e l l  your p ite o u s  h e a r t
T h e re 's  no harm done. ( I ,  i i ,  13-15)
From t h i s  moment on i n  th e  drama we f e e l  an ab id in g  sen se  o f  P ro s p e ro 's
power. Because o f  o u r  e a r ly  knowledge o f P ro s p e ro 's  om nipotence, we
f e e l  th a t  th e  dark  e lem ents in  th e  p lay  a re  in c ap ab le  o f  th re a te n in g
d i s a s t e r .  Hence in  S h ak esp ea re 's  l a s t  w r i t te n  p la y  th e  c lim a te  o f
comedy p r e v a i l s .
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In  summary, S h ak esp ea re 's  drama A l l 's  Well t h a t  Ends Well marks 
a  sharp  d iv is io n  between two ty p e s  o f com edies. The u n iv e rse  o f th e  
com edies p reced in g  A l l 's  W ell th a t  Ends W ell i s  a  r a th e r  benign world 
in  which e a r ly  foreshadow ing g iv es  a ssu ran ce  o f a  happy end ing . In  
th e s e  comedies th e  d a rk e r  e lem ents a re  seldom ta k e n  s e r io u s ly .  B r ig h t­
eyed h e ro in e s  such a s  J u l i a ,  R o sa lin d , and P o r t i a  seem q u i te  cap ab le  o f 
subduing th e  world su rround ing  them. B eginning w ith  A l l 's  W ell th a t  
Ends W ell, however, th e  g e n ia l c lim a te  o f comedy i s  re p la c e d  by a  u n i­
v e rse  which i s  as  dark  and dangerous a s  t h a t  o f any o f  th e  t r a g e d ie s .  
W ith th e  ex cep tio n s  o f Measure f o r  Measure and The Tem pest, th e  drama­
t i c  c o n s tru c t io n  o f th e se  l a t e r  com edies d i f f e r s  from S h ak esp ea re 's  
u su a l method, suspense and s u rp r is e  r e p la c in g  e x p e c ta tio n  a s  th e  p r i ­
mary d ram atic  e f f e c t .
CHAPTER V
CONCLUSION
Examples o f a n t ic ip a t io n  and fo reb o d in g  may be found i n  p r a c t i ­
c a l ly  a l l  o f S h ak esp ea re 's  th i r ty - s e v e n  p la y s .  The h is to r y  p la y s ,  f o r  
example, c o n ta in  many d ev ices  o f  fo reshadow ing . E s p e c ia lly  p re v a le n t 
in  th e  h i s t o r i e s  a re  th e  a n t ic ip a to ry  p assag es  which a re  concerned 
w ith  th e  f a t e  o f th e  n a t io n , th o se  which show th e  in t r ig u e  o f  p o l i t i c s ,  
and th o se  which announce o n e 's  p e rso n a l in te n t io n s .  As one would ex­
p e c t ,  o c c u rr in g  most f re q u e n tly  a re  s ta te m e n ts  which have n a t io n a l  im­
p l i c a t i o n s .  An e x c e l le n t  example i s  th e  scene  in  which th e  B ishop of 
C a r l i s le  p ro p h esie s  d i s a s t e r  to  th e  n a tio n  i f  B olingbroke should  su c­
ceed i n  d isp o s in g  R ichard  I I .  O ccu rrin g  in  one o f th e  f i n a l  a c ts  o f 
R ichard  I I . t h i s  p ro p h e tic  passage  i s  f u l f i l l e d  i n  th e  rem ainder o f 
th e  t e t r a lo g y .  The in t r ig u e  o f p o l i t i c s ,  a  second ca teg o ry  o f  th e  an­
t i c ip a to r y  comment, i s  i l l u s t r a t e d  by th e  P e r c ie s ' p lo t t i n g  to  o v e r­
throw  Henry IV. The t h i r d  c a te g o ry , a n t ic ip a t io n  in  which one an­
nounces h is  p e rso n a l in te n t io n s ,  i s  w e ll i l l u s t r a t e d  by P r in c e  H a l 's  
famous so lilo q u y  in  which he t e l l s  th e  aud ience o f h is  p la n s  to  p la y  
th e  n e 'e r -d o -w e ll  so a s  to  e s ta b l i s h  a  c o n tr a s t  to  th e  manner in  which 
he l a t e r  p lan s  to  behave.
In  a d d it io n  to  th e  a n t ic ip a to ry  comment, th e  h is to r y  p la y s  a lso  
make u se  o f elem ents o f fo reb o d in g . Under fo reb o d in g  may be c l a s s i f i e d  
th o se  t r a d i t i o n a l  foreshadow ing d ev ices  o f th e  s u p e rn a tu ra l .  P o r te n ­
to u s  omens, f o r  example, accompany th e  b i r t h  o f R ichard  I I I  and p recede
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th e  d ea th s  o f R ichard  I I  and Henry IV. G hosts, c u rs e s , and dreams a l l  
p lay  significant foreshadow ing r o le s  i n  R ichard  I I I . A second form  of 
fo reb o d in g  used  in  th e  h i s t o r i e s  i s  th e  p rem onito ry  comment, bo th  un­
d ire c te d  and d i r e c te d  p a ssa g e s . The u n d ire c te d  p assag e  o f  fo reb o d in g , 
p roducing  app rehension  th rough  i t s  f a i l u r e  to  name th e  o b je c t  which i s  
f e a re d , i s  dem onstrated  by th e  Queen o f  R ichard  I I  when she e x p resses  
unfounded m elancholy and sorrow  to  B agot. The d i r e c te d  p assag e  o f th e  
p rem onito ry  comment, on th e  o th e r  hand, i l l u s t r a t e d  by th e  Duke o f 
Y o rk 's  s ta tem en t o f th e  e v i l  which w i l l  b e f a l l  England i f  R ichard  ta k e s  
B o lin g b ro k e 's  p r o p e r t ie s  i l l e g a l l y ,  names th e  o b je c t  which i s  f e a re d .
S im ila r  ty p e s  o f  foreshadow ing a re  found in  th e  t r a g e d ie s .  D i­
r e c t  a n t ic ip a to ry  s ta te m e n ts , l e s s  f r e q u e n tly  found i n  th e  t r a g e d ie s  
th a n  in  th e  h i s t o r i e s ,  a r e  re p re s e n te d  by I a g o 's  and Edmund's s t a t e ­
ments o f t h e i r  in te n d e d  v i l l a i n y  and by A ntony 's prophecy a f t e r  th e  
a s s a s s in a t io n  o f C aesar. Of f a r  more im portance i n  th e  t r a g e d ie s ,  how­
e v e r , a re  th e  v a r io u s  e lem ents o f fo re b o d in g . There a re  many su p e rn a t­
u r a l  o c c u r re n c e < in  th e  t r a g e d ie s .  G hosts, f o r  example, appear in  
c l im a c tic  scenes in  J u l iu s  C aesar. H am let, and Macbeth and e x e r t  power­
f u l  in f lu e n c e s  upon th e  dram as. Bad dream s, an o th e r elem ent o f  th e  
s u p e rn a tu ra l ,  a re  r e l a t e d  by H am let, P o r t i a ,  C a lp u rn ia , Banquo, Mac­
b e th , Romeo, and Andromache. S u p e rn a tu ra l omens, re p o r te d  by Casca, 
C a lp u rn ia , H o ra tio , G lo u c e s te r , and Lennox, p ro v id e  im p ress iv e  p assag es  
o f foreshadow ing . P rem onito ry  comments a ls o  appear th ro u g h o u t th e  
t r a g e d ie s .  I l l u s t r a t i v e  o f th e  p rem onito ry  comment a re  Romeo's f e a r s  
b e fo re  going to  th e  C apulet b a l l ,  J u l i e t ' s  app rehension  re g a rd in g  h e r 
m arriag e , R o ss 's  nam eless f e a r  \riien he i s  w arning Lady Macduff o f  pos­
s ib le  danger, H am le t's  p re se n tim e n ts  concern ing  h i s  duel w ith  L a e r te s ,
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and B ra b a n tio 's  w arning to  O th e llo  o f  Desdemona's d e c e i t f u ln e s s .
Foreshadowing in  th e  t r a g e d ie s  becomes c lo s e ly  lin k e d  w ith  sev ­
e r a l  e lem ents o f th e  drama. The developm ent o f c h a ra c te r  and ch a rac ­
t e r s '  a c t io n s  a re  im p o rtan t means o f in d ic a t in g  th e  c o n c lu s io n ; f o r  
example, H am le t's  m elancholy and in d e c is iv e n e s s  h e lp  u s to  f e e l  th a t  
th e  speedy revenge c a l le d  f o r  by th e  ghost w i l l  n o t be perform ed. 
O th e l lo 's  c r e d u l i ty  and Desdemona's w orld ly  igno rance  make u s  f e a r  
t h a t  Iago w i l l  be s u c c e ss fu l w ith  h i s  in t r i g u e .  B ru tu s 's  id e a lism  
f o r  a  re p u b lic  in  s p i t e  o f th e  f a c t  t h a t  th e  peop le  a re  n o t ready f o r  
one and L e a r 's  ra sh  d e c is io n  to  d iv id e  h i s  kingdom a lso  h e lp  to  s p e l l  
d i s a s te r ' f o r  th e  p a r t i c ip a n ts .  Im agery, to o , i s  f re q u e n tly  used  f o r  
foreshadow ing in  th e  t r a g e d ie s .  Romeo and J u l i e t ' s  lo v e , f o r  example, 
i s  compared to  l ig h tn in g  and gunpowder, o b je c ts  which a re  f i l l e d  w ith  
danger and which a re  s w if t ly  quenched. In  Hamlet th e  im agery o f decay 
and c o r ru p tio n  s p e c i f i c a l ly  p o in ts  o u t t h a t  a  s in g le  f la w  o r  d e fe c t  
may b r in g  one to  d e s tru c t io n .  Another good example o f foreshadow ing ..
I
im agery may be c i t e d  from Antony and C le o p a tra . Here A ntony 's  ebbing 
i s  r e f l e c te d  by th e  quenching o f  l i g h t  o f  th e  s t a r s ,  sun, and moon. 
Atmosphere, s t i l l  an o th e r elem ent o f  drama, becomes an im p o rtan t means 
o f foreshadow ing in  many o f th e  t r a g e d ie s .  S p e c i f ic a l ly  in  H am let. 
M acbeth, and King L ear d e p ic tio n s  o f  b leak  p h y s ic a l su rro u n d in g s, ex­
p re s s io n s  o f  u n c e r ta in t ie s  and co n fu sio n , re fe re n c e s  to  d a rk n ess , enu­
m era tio n s  o f h ideous c r e a tu re s ,  and u t te ra n c e s  o f  fe a r-p ro d u c in g  words 
h e lp  to  b u ild  an atm osphere h e a v ily  charged  w ith  a  h au n tin g  sense  of 
im pending t e r r o r .
Although la c k in g  i n  th e  com plexity  w ith  which i t  i s  u sed  in  th e  
t r a g e d ie s ,  foreshadow ing i s  e x te n s iv e ly  u sed  in  th e  com edies, i t s
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prim ary  purpose be in g  to  g ive  assu ran ce  th a t  a l l  w i l l  end w e ll. A 
knowledge o f c h a ra c te r  i t s e l f  i s  i n  most in s ta n c e s  o u r  main means o f 
f e e l in g  th a t  th e  a c t io n  w i l l  be concluded h a p p ily . In  s e v e ra l o f  th e  
com edies o u r aw areness o f  th e  i n f a l l i b i l i t y  o f such h e ro in e s  as  J u l i a ,  
R o sa lin d , P o r t i a ,  and H elena i s  our c h ie f  so u rce  o f a s su ra n c e . In  
o th e r  p la y s  th e  c lim a te  o f  comedy i s  m ain ta in ed  by th e  p o r tr a y a l  o f  th e  
om nipotency o f a  m ajor c h a ra c te r  such a s  Oberon, V in cen tio , and P ro s ­
p e ro . In  most o f th e  comedies Shakespeare fo llo w s  h i s  ty p ic a l  drama­
t i c  method o f in fo rm in g  u s  e a r ly  a s  to  what th e  ending  w i l l  b e . In  
th re e  o f th e  tra g i-c o m e d ie s , however, P e r i c l e s . Cvm beline. and The Win­
t e r ’s T a le . S hakespeare, c o n tra ry  to  h is  u su a l c o n s tru c t io n , e x p e r i­
m ents w ith  th e  d ram atic  e f f e c t s  o f  s u rp r i s e  and u n c e r ta in ty .
S ince  many o f th e  complex d ev ic e s  o f foreshadow ing a re  n o t found 
in  th e  com edies, th e  h i s t o r i e s  and t r a g e d ie s  a re  th e  most im p o rtan t 
p la y s  f o r  t h i s  s tu d y . Throughout th e  h i s t o r i e s  and tr a g e d ie s  Shake­
s p e a r e 's  developm ent a s  a  d ram atic  c ra ftsm an  i s  seen . In  th e  e a r l i e r  
w r i t te n  h i s t o r i e s  foreshadow ing te n d s  to  be somewhat d i r e c t  and o b v i­
o u s , p ro p h e c ie s , c u rs e s ,  d i r e c t  s o l i lo q u ie s  in d ic a t in g  th e  c h a r a c te r 's
i
in te n d e d  f u tu r e  a c t io n s ,  and su p e rn a tu ra l  omens be in g  th e  main d ev ices  
o f fo reshadow ing . In  l a t e r  h i s t o r i e s  and in  th e  t r a g e d ie s ,  however,
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Shakespeare q u ick ly  d isc o v e rs  more complex and in te g r a l  pu rposes o f 
foreshadow ing and ra p la c e s  th e  e x p l i c i t  a n t ic ip a t io n  o f  th e  e a r l i e r  
p la y s  w ith  th e  in d i r e c t  and su g g e s tiv e  fo reb o d in g  o f th e  l a t e r  dram as. 
S u b tle  h in t s ,  which in  them selves do n o t a n t ic ip a te ,  may u n co n sc io u sly  
p re p a re  th e  aud ience f o r  f u tu r e  e v e n ts . In  th e  tr a g e d ie s  which were 
w r i t te n  in  S h a k e sp ea re 's  m a tu r ity , foreshadow ing becomes le s s  a  sepa­
r a b le  elem ent and becomes more in terw oven  in to  th e  t o t a l  s t r u c tu r e  o f
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th e  drama. In  th e s e  g re a t  l a t e r  dramas, p assag es  o f foreshadow ing 
cannot be g rasped  by q u o tin g  c e r t a in  l i n e s  bu t r e q u ire  a  c o n s id e ra tio n  
o f o th e r  a sp e c ts  o f  th e  drama, such as c h a ra c te r ,  atm osphere, and image 
a s s o c ia t io n s .
From S hakespeare’s d ea th  on th rough  th e  e ig h te e n th  c e n tu ry , c r i t ­
i c s  g e n e ra lly  r e f e r r e d  to  Shakespeare as  a  c h i ld  o f N a tu re . M il to n 's  
l i n e s ,  "S w eetest S hakespeare, F an c y 's  c h i ld ,  w arb ling  h is  n a t iv e  wood- 
n o te s  w ild ,"  i s  r a th e r  r e p re s e n ta t iv e  o f th e  lo n g -h e ld  g e n e ra l a t t i t u d e  
tow ard S h ak esp ea re 's  a r t .  O ften  c r i t i c s  o f t h i s  a t t i t u d e ,  a lthough
p r a is in g  S h ak esp ea re 's  " p o e try ,"  deny th a t  Shakespeare was ab le  to  con­
s t r u c t  a  p lo t .  T h is  view  i s  n o t n e c e s s a r i ly  r e s t r i c t e d  to  o ld e r  c r i t i -
1 2cism , f o r  f a i r l y  r e c e n t ly  S. L . B e th e ll  and Mark Van Doren have
censu red  S h a k e sp ea re 's  d ram atic  c ra ftsm a n sh ip . On th e  o th e r  hand, how­
e v e r , th e  b e s t  c r i t i c s  have always viewed Shakespeare a s  a  d is c ip l in e d
3d ram atic  a r t i s t  w ith  an "em inen tly  c o n s tru c t iv e  m ind." C o n s is ten t 
w ith  such a  view , t h i s  s tu d y  o f on ly  one a sp e c t o f  S h ak e sp e a re 's  te c h ­
n iq u e , t h a t  o f  a n t ic ip a t io n  and fo reb o d in g , r e v e a ls  a  d e l ib e r a te  and 
c a lc u la te d  d ram atic  a ir t.  Shakespeare very  c o n sc io u s ly  p re p a re s  th e  
aud ience f o r  c e r t a in  e f f e c t s .  H is h a b i t  th roughou t th e  p la y s  i s  to  
ad v ise  u s  b e fo re  r a th e r  th a n  a f t e r  th e  e v e n t. A mere l i s t i n g  o f  th e  
numerous examples o f  a n t ic ip a t io n  aind fo reb o d in g  would by i t s e l f  in d i ­
c a te  S h ak esp ea re 's  m astery  o f h i s  m a te r ia l ,  f o r  when foreshadow ing i s
^Samual L . B e th e l l ,  Shakespeare and th e  P opu lar D ram atic T ra d i­
t i o n  (Durham, 1944), pp . 7 -8 .
^ a r k  Van Doren, Shakespeare (New York, 1939), p . 273.
3
Hereward T. P r ic e ,  "C o n s tru c tio n s  i n  S hakesp eare ,"  U n iv e rs ity  
o f  M ichigan C o n tr ib u tio n s  i n  Modern P h ilo lo g y . No. 17 (May, 1951),
p .  16.
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used , th e  working o u t o f  th e  p lo t ,  th e  o rg an ic  i n te r r e la t io n s h ip  o f 
e lem en ts , and th e  end o f th e  s to ry  must o f  n e c e s s i ty  be i n  th e  a u th o r 's  
m ind. Shakespeare was no doubt b le s se d  a s  "F an cy 's  c h i ld ,"  bu t behind 
such a  b le s s in g  s to o d  th e  q u a l i ty  o f an a r t  th a t  i s  c o n tr o l le d  and 
d e l ib e r a te .
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